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In September of 2014, I took a class titled “Africa and the Avant-Garde” with 
Professor Rodrigo Lopes de Barros. This class felt like the confirmation that my decision 
to go back to school to earn a PhD was indeed the right decision to make. My curiosity 
and desire to learn more about African cultures and the way the West perceived those 
kept growing as I was reaching intellectual landmarks through my weekly readings and 
reflections. The class’s bibliography was impressive and the way Professor Lopes de 
Barros connected the readings was extremely clever. It made me think of art, science, 
culture, racism, and knowledge in new ways. Thanks to this class, I was able to pursue 
my desire to learn more about a country that fascinated me: Brazil. Learning Portuguese 
through film and literature as well as how to dance samba initiated several trips there that 
reflected my commitment to pursue doctoral research with a connection to Brazilian 
culture. 
In January of 2015, I decided to audit a class in the sociology department titled 
“Methods in Sexuality Research” with Professor Cati Connell. This was my second “aha” 
moment. I had felt the desire to learn about sexuality because I had personal unanswered 
questions and so I thought that reading and discussing sexuality could provide me with 
some answers. The amount of knowledge I was presented with and the ways in which this 
class positively challenged me were immeasurable. The social and cultural complexities 
around gender and sexuality, the tremendous lack of education around it, the layers of 
oppression and taboo, whether self-imposed or community-imposed, all of this 
constituted another area of research I wanted to tap into. 
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As I kept reading and reflecting on what specific problematic in sexuality research I 
wanted to focus on, I was looking for research objects that could be relevant to my 
interest in Brazilian culture. That is when in 2017 I decided to focus on PopPorn Festival, 
a Brazilian porn film festival held in São Paulo since 2010. This annual event 
encompasses elements important to the research and presents many of the complex topics 
I have ran across in my classes with Professor Lopes de Barros and Professor Connell. 
Very quickly, in May of 2017, I found myself granted with a summer scholarship to go to 
Brazil attend PopPorn Festival and conduct research there.  
For those reasons I would like to first express my gratitude to my advisor, 
Rodrigo Lopes de Barros, who has guided and challenged me very early on. Being the 
first student to write a dissertation on pornography at the Romance Studies Department 
was both a challenge and an honor. Thank you to Professor Cati Connell for being such 
an inspiring and skilled professor. Thank you to Professor Célia Bianconi who has 
granted me with many opportunities to be an active part of Brazilian culture in the Boston 
area. Thank you to Professor Adela Pineda and Professor Alicia Borinsky who both 
encouraged me to remain curious, trust my intuition, and dig deeper when intellectual 
paradoxes arise. Thank you to Professor Susanna Paasonen for her genuineness and for so 
generously accepting to be a guide in this intellectual journey. Thank you to Professor 
Zeb Tortorici, whose advice encouraged me to believe in my work and for his trust.  
Thank you to Marlene Coles and Christian Leon for their priceless help with my 
work. Thank you to Nora and Samy Ouedraogo for their unconditional love and 
guidance. I am eternally grateful to have you as my family. Thank you to Elliott C. 
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Schmitt, who despite the many challenges stood by me. Thank you to Salomé Bissa 
Kopasz, Gabriela Fernandes, Felipe Tadeu Fiorini Gomide, my SambaViva sisters 
(Mariona, Melissa, Randi, Rachel, Robes, Charlye, Maria and Tess), and my BU cohort 
(Carol, Laurie, Daniel, David, and Edgardo): I am truly lucky to have you in my life. 
Your love and support throughout those years allowed me to keep going. 
Thank you to Sue Nhamandu, Taís Lobo, and Maria Filomena Gregori for 
opening their doors to me and for the valuable exchanges we had. Our conversations and 
your generosity still resonate with me today. 
Finally, a warm thank you to Tino, Vera, and Mayara, the organizers of PopPorn 
Festival, to the performers of the Cabaret, to Madison Young, Annie Sprinkle, María 
Basura, Lucía Egaña Rojas, and the film directors who shared their art and allowed me to 
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 The seventh PopPorn Festival (2017), themed Our Body, Our Rules, 
revolved around sexual agency and exploration, principles that each film, workshop, and 
debate addressed in its own way. Inscribed in a transnational feminist and queer-porn 
film culture, the PopPorn Festival decimated heteropatriarchal norms while creating a 
space to learn, inspire, and create a variety of sexual perspectives.  
Epitomizing the concept of cultural cannibalism, these sexual ideas and practices 
traveled from their country of production to the Brazilian film festival, which absorbed 
them, thus enriching its own culture. Each film analyzed in this dissertation is itself 
anthropornophagous, the neologism I devised to express the metaphorical devouring a 
patriarchal enemy through pornography. These films offer unique avenues of reflection 
on the place of sexual pleasure and its explicit representation in Western culture, on 
pornography as a vessel to oppose the heteropatriarchal system, and on the extent to 
which feminist and queer pornographies can constitute a source of inspiration for shame-
free sexual expression. The four films analyzed in this dissertation resist patriarchal 
 
 ix 
oppression on different grounds and react to a state of affairs that is dissatisfying. Not 
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Cultural Cannibalism: Flushing Patriarchy Away, One Orgasm at a Time 
This dissertation argues that PopPorn festival, which belongs to a transnational 
feminist and queer porn film culture, creates liberating sexual expressions through the 
dismantling of heteropatriarchal norms. This two-day event gathers a cinematic public 
that assembles in a safe space to learn about the relevance of pleasure politics.  
I further argue that the Brazilian film festival and its films are 
anthropornophagous, meaning that they devour a patriarchal enemy by imagining and 
exploring nonnormative sexual practices and representations. I argue that PopPorn is able 
to achieve this because it is part of a larger transnational nonnormative porn film culture 
that became increasingly active in the 2000s, including LGBT film festivals, alternative 
porn festivals, queer events, independent short film festivals around the world.1 Drawing 
on Ingrid Ryberg’s work on safe space in feminist, lesbian, and queer pornography, one 
key aspect of PopPorn Festival is it strives to become a safe experimental laboratory 
gathering films and their audience, and that it generates new perspectives in the sexual 
sphere.2 These filmic sexual explorations screened during the festival are crucial due to 
their influence in the development of an alternative porn culture. Moreover, these films 
carry influential power in that they have a transnational life, transiting from their country 
of production to the festival. Most of the films are exclusively screened at festivals like 
                                               
1 Ingrid Ryberg, Imagining Safe Space: The Politics of Queer, Feminist and Lesbian Pornography (PhD 
diss., Stockholm University, 2012), 17. http://bit.ly/32vzPXZ .  
2 Ibid.; “Another way to think about intimate publics is that they are laboratories for imagining and 
cobbling together alternative construals about how life has appeared and how legitimately it could be better 
shaped not merely in small modifications of normativity.” Lauren Berlant, “Life Writing and Intimate 




PopPorn, reaching audiences in an intimate and safe space. This atmosphere is conducive 
to reflection on the main themes explored in the films. 
The questions raised by the festival include: what is the place of sexual pleasure 
and its explicit representation in Western culture? Can pornography be used to fight the 
heteropatriarchal system? To what extent can feminist and queer pornographies constitute 
a source of inspiration for shame-free sexual expression? The texts I have selected to 
answer these questions are four films, both Brazilian and non-Brazilian, both 
pornographic and non-pornographic. These films are reactive to a state of affairs that is 
dissatisfying. They provide a resistance to heteropatriarchal norms and create new ways 
to be sexually inspired. 
The seventh edition of PopPorn revolved around sexual agency, as well as the 
Brazilian concept of cultural cannibalism which implicitly permeates the festival’s 
organization. The films selected demonstrate cultural cannibalism as a political response 
to patriarchal harm. 
The concept of cultural cannibalism emerged within the Brazilian modernist 
movement in the 1920s. It refers to the process of appropriating foreign cultures as part of 
defining Brazilian identity. The metaphorical deglutition of foreign cultural traits results 
in a variety of influences and paradoxes constituting Brazilian culture. In “Can the 
Subaltern Eat? Anthropophagic Culture as a Brazilian Lens on Post-Colonial Theory,” 
Gazi Islam highlights the importance of hybridity in the anthropophagic movement and 
post-colonial theory: “given that Brazil as an entity was not simply colonized by the 




the deconstruction of colonial domination is simultaneously a self-reflexive and self-
transformative act.”3 This defining trait of Brazilian culture has long been discussed  by 
Brazilian scholars such as Roberto DaMatta and Silviano Santiago, as well as among 
former Tropicália artists such as CaetanoVeloso, who once commented: “the idea of 
antropofagia fit us like a glove: we were eating the Beatles and Jimi Hendrix.”4  
In The Space in Between, Silviano Santiago explains how hybridity defines 
Brazilian culture from early on. Western culture was imposed on Brazilian indigenous 
groups through a “linguistic code and religious code.”5 However, he goes on to show how 
these codes cannot remain intact and are inevitably absorbed and blended with 
autochthonous cultures: “these rubrics lose their status of purity and are gradually 
enriched by new acquisitions, minute metamorphoses, and uncanny corruptions that 
transform the integrity of the Holy Book, the European Dictionary, and its Grammar. 
Hybridism reigns.”6 This phenomenon, extended to the Latin American continent at large 
challenges Western “concepts of unity and purity,”7 devouring them and rendering them 
meaningless. 
For Silviano Santiago, hybridity therefore expressed itself through a concept he 
calls the space in-between: 
It is in this intersection of discourses, since it is impossible to erase the European 
discourse and it is no longer possible to forget the popular discourse, it is in this 
intersection of discourses that the silence of the intellectual narrator is imposed 
                                               
3 Gazi Islam, “Can the Subaltern Eat? Anthropophagic Culture as a Brazilian Lens on Post-Colonial 
Theory,” Organization, 19, no. 2 (2011): 163. 
4 Ibid., 167. 
5 Silviano Santiago, The Space In-Between (Latin America in Translation), trans. Anna Lucia Gazzola 
(Durham: Duke University Press, 2002), 30.  
6 Ibid., 30. 




and that the battle of parody and sarcasm is begun, it is there that the conflict 
between the discourse of the dominator and the dominated is made to be heard. It 
is in this not very pacific space in-between that the Brazilian intellectual finds 
today the volcanic soil where he may unrepress all of the values destroyed by the 
culture of the conquerors. It is there that the text-of-the-difference is constituted, 
of the difference that speaks of the (still) very limited possibilities of a popular 
culture for filling the place occupied by the erudite culture, presenting itself at last 
as the legitimate Brazilian expression.8 
 
The literal and metaphoric geographies where the cultural resignifications take 
place are then characterized by aggressiveness, resistance, and cannibalism. Today, the 
PopPorn festival has become a prototypical “space in-between,” where various discourses 
intersect, clash, and create new possibilities for the Brazilian audience. However, the 
enemy to swallow is no longer a discourse considered harmful because it is not Brazilian 
but rather the patriarchal discourse within Brazilian society. Certain non-Brazilian queer 
and feminist discourses are discussed at the festival’s workshops and debates, 
appropriated, and adapted to fit a Brazilian context. 
Oswald de Andrade, one of the main poets of the Modernist movement, 
developed the anthropophagic concept. His Manifesto Antropófago (Cannibalist 
Manifesto—1928), theorized concepts of hybridity and the space in-between. Andrade 
starts his manifesto as follows: 
“Cannibalism alone unites us. Socially. Economically. Philosophically. The 
world’s single law. Disguised expression of all individualism, of all collectivisms. Of all 
religions. Of all peace treaties.”9 Cultural cannibalism, or eating the other, is universal. It 
                                               
8 Ibid., 91. 
9 Oswald de Andrade, “Cannibalist Manifesto,” trans. Leslie Bary, Latin American Literary Review 19, no. 




is the only rule to understand humanity. Throughout the manifesto, Andrade, not only 
maps Brazilian identity by contrasting and revealing European and Native American 
characters that have historically shaped it, but also points out how without Brazil, 
European accomplishments, such as the French Revolution, would not have existed.  
Andrade’s manifesto also asserts that cannibalism rejects rational reasoning. 
Andrade puts it simply by writing: “but we never permitted the birth of logic.”10 
Highlighting the importance of the non-rational in Brazilian identity pushes away 
Western concepts of science and justice, to replace them respectively with “the 
codification of Magic”11 and “the codification of vengeance.”12  
The Manifesto’s third point is the rejection of the patriarchal system, also referred 
to in the manifesto as “taboo.”13 In the following periphrasis used to define cannibalism, 
Andrade hints at how it can eradicate patriarchy: “cannibalism. The permanent 
transformation of the Taboo into a totem.”14 Basing this thought on Freud’s 
psychoanalytical work Totem and Taboo, according to which patriarchal notions were 
reinforced with the “tabooization” of morality and religion, Andrade sees in cannibalism 
the possibility to live in a totemistic system, the opposite of a taboo system. 15 According 
to Leslie Bary, “subjects of the taboo system are ‘civilized’ because they have 
                                               
10 Ibid., 39. 
11 Ibid., 39. 
12 Ibid., 39. 
13 Ibid., 45. 
14 Ibid., 39. 





internalized the paternal rule. Oswald’s advocacy of totemistic cannibalism, then, 
constitutes a rejection of patriarchy and the culture of the (Portuguese) ‘fathers.’”16  
In cannibalism, Andrade sees the possibility of a happier, more harmonious 
society. This utopia is only attainable through eating the European patriarchal enemy that 
came to Brazil. It is through the eating of the other that one gains strength and wisdom:  
Cannibalism. Absorption of the sacred enemy. To transform him into a totem. The 
human adventure. The earthly goal. Even so, only the pure elites managed to 
realize carnal cannibalism, which carries within itself the highest meaning of life 
and avoids all the ills identified by Freud—catechist ills. […] We are acting 
against this plague of a supposedly cultured and Christianized peoples. 
Cannibals.17 
 
It is interesting to point out that Andrade specified that cannibalism was an act 
reserved for an elite, suggesting that within certain cannibalistic tribes, only highly 
ranked individuals were allowed to eat their enemies to acquire their strength. This 
custom is also valid considering Andrade was part of Brazil’s intellectual and financial 
elite. According to Leslie Bary: “well-traveled in Europe and member of the São Paulo 
cultural elite, Andrade was in a position distinct from earlier indigenous peoples to 
creatively and selectively appropriate European culture in an ironic and sublimated way, 
rather than directly eating the flesh of Europeans.”18 What is at stake is the capacity to 
transform taboo into a totem.  
As chapter 1 will explain, one of the main goals of PopPorn Festival is precisely 
to devour patriarchal norms that diffuse taboo and shame around gender and sexual 
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expressions. The next chapters discuss pornography as a cannibalistic endeavor aimed at 
eroding patriarchal norms in a patriarchal society. As Shirley Lindenbaum writes in 
“Thinking about Cannibalism,” “Adopting a cannibal identity transformed a taboo into a 
totem and redefined anthropophagic primitivism as a positive value—a witty and self-
reflective critique of colonialism.”19 
Each film analyzed in this dissertation addresses different facets of sexuality. 
Reclaiming body agency and its pleasures is a promise of vitality, strength, and creativity, 
only possible once eating oppressive norms and expectations. Cultural cannibalism in the 
context of sexual expression and pornography is “anthropornophagy.” The ideas 
presented within each film come together to demonstrate how sexual expression can be a 
source of inspiration and creativity. The selected cultural artifacts demonstrate in their 
own way how they appropriated otherness and became whatever they were inspired to 
express.20 Their cannibalistic character is symbolized by the swallowing of the patriarchal 
other and the acquisition of its strength. As Gazi Islam has pointed out, “the 
anthropophagy metaphor can be used in post-colonial thinking more generally,” and 
although crucial there, it is not exclusive to Brazil.21 The films are not excluding 
patriarchal oppression of the picture, they are dealing with it, they are swallowing it, and 
flushing it away. The sexual performances and the bodies that are feeling and expressing 
have slowly digested patriarchy, kept the nutrients, and defecated the waste matter.  
                                               
19 Shirley Lindenbaum, “Thinking about Cannibalism,” Annual Review of Anthropology 33 (2004): 475-98. 
20 João Cezar De Castro Rocha, “‘Anthropophagy as a Worldview: Camus Meets Oswald De Andrade,” 
Arcade, 2013, access date: April 22nd, 2019, https://stanford.io/3cmDuf7. 
21 Gazi Islam, “Can the Subaltern Eat? Anthropophagic Culture as a Brazilian Lens on Post-Colonial 




Therefore, I argue, gaining in vitality and strength allows fearless sexual potential 
and creativity, a common goal that PopPorn festival and the anthropornophagic film 
selection strive to present.  In order to demonstrate this, the methodology combines 
theorizations of affect, feminist, and queer theories, as well as identity and racial politics 
to discuss shame, censorship, masturbation, non-heterosexual pleasure, ignorance around 
bodies with vulvas, racism, and sexual practices as a weapon against patriarchal figures. 
The dissertation builds on an interdisciplinary framework rooted in cultural studies, 
sociology, porn studies, cinema studies, science, art, history, feminist studies, and media 
studies. As previously mentioned, the films (still images, scenes, and transcriptions of 
dialogues and monologues) are the main artifacts analyzed, with the exception of the first 
chapter which presents a variety of objects such as photos of the event and the 
performers, stills of websites detailing the festival’s budget and goals, a detailed 
schedule, the films’ synopsis, as well as the workshops and debates that took place.  
The methodology itself is cannibalistic in its taking hold of concepts and ideas 
originating from different sources. It approaches what queer scholar Jack Halberstam 
once defined as “scavenger methodology” in Female Masculinity: “the queer 
methodology attempts to combine methods that are often cast as being at odds with each 
other, and it refuses the academic compulsion toward disciplinary coherence.”22 Not only 
is the methodology highlighting the multicultural aspect of the dissertation, but also its 
multilingual character. The texts (films, books, articles, synopsis, websites) are written in 
a variety of languages (Portuguese, English, French, and Spanish) and required a 
                                               




translation into English. Having maintained the texts in their original language would 
have conferred a more accurate transmission of ideas, and could have constituted a 
political statement and attempt to get closer to what Silviano Santiago develops here: “the 
major contribution of Latin America to Western culture is to be found in its systematic 
destruction of the concepts of unity and purity.”23 However, for academic purposes, the 
dissertation’s language is English, but an English at the service of non-Anglo-Saxon 
cultures. 
In chapter 1, I argue that PopPorn festival is an anthropornophagous festival that 
inscribes itself in an alternative anti-heteropatriarchal porn film culture, and is in dialogue 
with other festivals such as the PornFilmFestival Berlin, the London Porn Film Festival, 
the Toronto International Porn Festival, the International Queer and Migrant Film 
Festival in Amsterdam, Porny Days in Zurich, Fish & Chips International Erotic Film 
Festival in Torino, La fête du slip in Lausanne, the Smut Club Film Fest in Perth, or 
HUMP! Film Fest in the United States. By providing a detailed historical account of the 
organization of PopPorn Festival, chapter 1 functions as an extensive archival reference 
from which the following chapters will emerge. 
By means of the film Audaz se eleva,24 chapter 2 argues that censorship of 
Argentinian porn simultaneously served to contain self-pleasure in the realm of ignorance 
and fear. The chapter questions the following: how does moral hypocrisy work with 
                                               
23 Silviano Santiago, The Space In-Between (Latin America in Translation), trans. Anna Lucia Gazzola 
(Durham: Duke University Press, 2002), 30.  




pornography and its censorship? How does the social taboo built around porn affect self-
pleasuring? And to which extent can porn be a form of knowledge?  
Chapter 3 questions the limits of anthropornophagy and its potential to subvert 
myths on masculinity and the hyper-sexualization of Afro-Brazilian men. Through Brazil 
solos’ depiction of queer sexualities in Brazilian patriarchal society, the chapter will 
question the anthropornophagous agenda and whether it is able to deconstruct the myth of 
racial democracy. To what extent are the interviewees able to live their queerness while 
dismembering the myth on masculinity and subverting religious conservatism in the 
country of cultural cannibalism?  
Chapter 4 addresses the politics of female pleasure, as well as the role of feminist 
porn film in its portrayal of sex and the demystification of the female body. Can feminist 
porn swallow the dominantly male-oriented online pornographic production, absorb its 
creative potential, and spit new cultural content that is understanding of female and queer 
sexualities?  
Chapter 5 argues that the performance of disgusting sexual acts can retroactively 
punish the abuse of colonization and slavery. How is postporn anthropophagic and a 






PopPorn 7. “Our Body, Our Rules:” An Anthropornophagic Film Festival 
1.1 PopPorn Festival, 7th edition 
1.1.1 Mission Statement 
 
 
Figure 1. PopPorn, Positive Sexuality. Source: Facebook. Access date: April 10th, 2018. 
https://goo.gl/kcPPB6 
 
This chapter argues that PopPorn Festival (PPF) is a cinematic festival inscribed 
in a recent transnational queer and feminist porn culture, and whose multifaceted goals 
gather around the notion of anthropornophagy. This neologism, which combines Oswald 
de Andrade’s concept of cultural anthropophagy and pornography, intends to encapsulate 
the Brazilianness of PPF, as well as its transnational character. Metaphorically speaking, 
PPF eats European, North American, and Australian porn films and, presents the result in 




impositions and patriarchal norms. PPF is thus a cultural manifestation that requires a 
complex organization and whose political and cultural context helps understand the 
intricacies of anthropornophagy. The main objective of this chapter is to present the 
“behind the scenes,” as well as “the scenes” of PPF, to understand what motivated its 
creation and how it functions. Chapter 1 then consists more of an archival work or a data 
compilation, gathering exhaustive historical information around PPF.     
The focus of this work is the seventh edition of PPF. It took place in the São 
Paulo neighborhood of Vila Madalena, on Saturday, June 3rd and Sunday, June 4th of 
2017. Since 2011, the annual PopPorn Festival in São Paulo, Brazil, presents films, 
discussions, workshops, and performances around the topic of sexuality. The two-day 
event progressively became an international institution, thanks to the late Suzy Capó, PPF 
creator, who came up with its original idea, and its affiliation with the Pornfilmfestival 
Berlin (PFFB). PPF has institutional elements because it follows a set of rules and 
practices that define it as an art institution. In her article “The Institutional Practices of a 
Festival,” Marta Keil questions “what task and what responsibility (to artists as well as 
audiences) does the festival have as a public arts institution; what role does it play in 
forming the circuit of thought, the exchange of experiences and in shaping new artistic 
proposals?”25 Following Martha Keil’s reflection, PPF as an institution has a 
responsibility to the São Paulo art scene and culture:  
As festivals collaborate on a production, they work alongside the artist on 
choosing its idiom and subject matter; they invite the artist to take up residency in 
the festival city and communicate with audiences and other festivals 
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(collaboration on production descriptions, work on festival events other than the 
shows themselves, acting as mediators in liaising with audiences and the media). 
The festival thus takes responsibility for the practices of individual artists, for the 
way their work is perceived, and for the form taken by a given art field.26  
 
 One of the most challenging task of this first chapter is to define what kind of 
institutional festival PPF is, owing to its ambitious mission to discuss a topic that is a 
taboo, its cultural responsibility and possibilities in terms of artistic discoveries, its 
potential for shaping discussions around sexuality, and of sponsoring practices. The first 
part of this chapter will be an attempt to define what the institution of PopPorn Festival 
means. After that, I will dive into explaining the context surrounding the creation of PPF, 
and finally I will give a detailed, historical description of the seventh edition of the 
festival based on its on-line material. 
The official purpose of the PopPorn Festival states (my emphasis in bold): 
PopPorn is a multidisciplinary event which foundation rests mainly on a film 
festival premiering movies that use sex as a cinematographic resource and/or 
language or that has sexuality as a core theme. Art and music shows, 
performances, debates, workshops and parties constitute the event programming. 
The goal is to gather ideas, work, projects, practices, activities and most 
importantly people around the theme of sexuality; transit between borders of 
the adult industry, pop culture, performance and art; construct, propose and 
investigate alternative discourses to traditionalist and biased concepts of 
pornography; and finally offer to the audience a safe space to explore their most 
intimate fantasies. It is worth reminding ourselves that explicit and suggestive 
sexuality is a form of art that is as ancient as all of the others. However, the 
concept of “modern pornography” only emerged with the expansion of graphic 
arts during the 18th century. It was initially used as a tool to criticize religious 
and political authorities, therefore not strictly destined to sexual 
stimulation/enticement. Only with the advance of industrialization and the 
invention of photography, did pornography become a concept. In the 
contemporary world, pornography is massively consumed; sexuality and 
eroticism are part of people’s daily lives. Each second, 28,258 users access porn 
sites. Contrary to what can be imagined, the landscape is not exclusively 
                                               




masculine: in Brazil, 28% of the audience of adult content websites is made of 
women, according to Ibope. And what’s more: 66% of the women in the world, 
a majority of them being married, watch porn films, while 17% assume they are 
addicted to online pornography. In a society that is continuously eroticized, there 
is no way to avoid the topic, but it is possible to save its concept as a form of art 
and a cinematographic genre, moving the cultural practice from a marginal 
space to a prestigious platform. The PopPorn Festival arose with the support of a 
prestigious international event, the Berlin PornFilmFestival, and had its first 
edition held in São Paulo in 2011. 27  
Multidisciplinary: the fact that PPF is multidisciplinary is the main reason the 
institution of this festival resists any labeling. It is not just a film festival. It is not just a 
conference. And it is not just an art show. All three elements are the core of PPF. The 
PPF structure is not unique. Other porn film festivals follow a multifaceted structure as 
well, for instance, the Berlin PornFilmFestival.28 Ingrid Ryberg’s work on safe space and 
intimate cinema publics dives into the politics of feminist, queer, and lesbian 
pornography by examining this porn film culture at a transnational level.29 Through the 
accounts of this community she develops the notion of safe space created thanks to these 
productions, but also through the subcultures of feminist, queer, and lesbian festivals and 
clubs. These porn film festivals become a unique space where new ideas and desires 
circulate. These explorations have led to a new transnational culture around this type of 
pornography.30  
                                               
27 My translation: “O festival,” PopPorn, access date: October 4th, 2018, https://goo.gl/xv8YAh. 
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29 Ingrid Ryberg, Imagining Safe Space: The Politics of Queer, Feminist and Lesbian Pornography (PhD 
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Gather ideas, work, projects, practices, activities and most importantly 
people: it is difficult to pinpoint what PopPorn is: an art festival? Is it a marketing 
campaign to incentivize folks to subscribe to online porn websites? Propaganda? 
Approaching these questions with the help of theory proves useful. The complexity 
paradigm is a theory created by French philosopher Edgar Morin, according to which 
systems such as academic disciplines or life experiences should be approached and 
understood in a way that preserves their complexity. Morin explains that systems are 
often analyzed in ways that limit our understanding because humans tend to oversimplify 
things in order to make sense of them: “We are ruled by principles of disjunction, 
reduction and abstraction which as a whole I refer to as ‘the paradigm of 
simplification’.”31 For example, a dialectical approach to analyze two paintings or a 
pattern of analysis meant to gather the common elements and then gather the differences 
between the two artifacts run the risk of omitting information that is important to have a 
truer understanding of art. The risk of having an erroneous understanding of human 
phenomena, according to Morin, leads to a multiplicity of suffering such as crime, 
violence, corruption, war, etc.:  
Unfortunately, the mutilating and unidimensional vision sells out sorely in human 
phenomena: the mutilation cuts off flesh, sheds blood, spreads suffering. The 
incapacity to comprehend the complexity of anthropo-social reality, in its micro-
dimension (the individual) as well as in its macro-dimension (humanity as a 
whole), led to infinite tragedies and leads us to the ultimate tragedy.32  
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To put this in context, when it comes to defining whether pornography in the 
context of PPF is art or a commercial product, the most accurate answer is that it can be 
both and beyond. Pornography itself has been defined in so many ways throughout the 
years and always refers to something different depending on the society or the individual 
that defines it. There is no universal and univocal definition of pornography or art 
because of its complexity. Going back to the definition of complexity according to 
Morin, “complexity is not only about quantities of unities and interactions that defy our 
possibilities of calculation; it also includes uncertainties, indeterminations, random 
phenomena. Complexity, in a way, always has to do with chance.”33 As the composition 
of PPF shows, there is a mixture of films screened all day, workshops, debates, 
performances, an art gallery, commercial booths, and a fair. The different components of 
PPF make it difficult to define the festival as one thing or another. It is reductionist to 
consider that because there is a commercial booth for the website Sexlog the festival is 
only selling a product. Similarly, it is limiting to say that PPF is only a film festival 
because it displays films.  
As the following pages of this chapter will demonstrate, PPF has a range of 
activities and events that make it altogether an art festival (paintings, photography, 
literature), a flea market, a conference, a film festival, a show, as well as a mass culture 
celebration. Rather than labeling PPF as one thing over another, appreciating the 
complexity of PPF provides accuracy and understanding of this event: an anthropophagic 
experience inscribed in a Brazilian space. 
                                               




 Transit between borders: the idea of transit in the festival is key especially in a 
Brazilian context. Indeed, the films presented are coming from 15 different countries and 
therefore create bridges between cultures and countries.34 At the same time as this festival 
is international it is primarily Brazilian precisely owing to the multicultural element of 
the festival, reflected through the anthropophagic trait that shapes Brazilian culture. 
Anthropophagy is a cultural concept created by Oswald de Andrade (1890-1954), one of 
the founders of Brazilian modernism, to describe how Brazilian culture gains power and 
further fortifies its identity by eating its European enemy. In his Brazilwood Manifesto 
(1924), Oswald calls for a focus on Brazil’s indigenous identity and a detachment from 
modern European culture. The cultural concept of cannibalism he describes later in his 
Anthropophagic Manifesto (1928) reinforces this urge for recognizing and further 
developing a culture that is original to Brazil: “Cannibalism. Absorption of the sacred 
enemy. To transform him into a totem. The human adventure. The earthly goal. Even so, 
only the pure elites managed to realize carnal cannibalism, which carries within itself the 
highest meaning of life and avoids all the ills identified by Freud—catechist ills.”35 
Brazilian scholar Roberto Schwartz in his article “Brazilian Culture: Nationalism by 
Elimination” (1988) argues that the idea of Brazilian culture being the copy of the 
European one is an obsolete concept:  
The idea of the copy that we have been discussing counterposes national and 
foreign, original and imitative. These are unreal oppositions which do not allow 
us to see the share of the foreign in the nationally specific, of the imitative in the 
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original and of the original in the imitative.[...] Whatever its unacceptable 
aspects—unacceptable for whom?—Brazilian cultural life has elements of 
dynamism which display both originality and lack of originality. Copying is not a 
false problem, so long as we treat it pragmatically, from an aesthetic and political 
point of view freed from the mythical requirement of creation ex nihilo.36 
According to Schwartz the issue lies in thinking of a copy as being problematic 
because it has a context and does not originate out of nowhere. He suggests to demystify 
the concept of creation without context and pushes the reader to appreciate the 
interrelation between original and copy. In this context, thinking of PopPorn Festival as a 
Brazilian festival, it is useful to think of how the event is marked by its “brazilianness” 
and at the same time by its international influences. It is a Brazilian cultural event that is 
both original and a copy, an anthropophagic manifestation of how “swallowing up the 
alien” has a “regenerative effect.”37 The variety of non-Brazilian movies, the US, 
European, and Asian filmmakers that are referred to, the US songs that are played, the 
non-Portuguese concepts that are used, all of these elements are supposedly to be 
devoured by the Brazilian audience as they would observe, reflect, absorb, feel, and 
create their own art. The same anthropophagic narrative was explicitly presented at the 
inauguration cabaret night of the 4th edition of PopPorn, the theme was centered around 
anthropophagy and was called “Devouring Carmen: The Leftovers of Brazilian 
Anthropornography.”38 The following published blurb described the intentions behind the 
cabaret performance but fits the description of the festival’s mission in general: 
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What is Brazil? What does it mean to be Brazilian? What makes us green and 
yellow? Soccer, Carnival and Carmen Miranda? Our fruits, our colors, our 
libertine and temporary loves, our shamelessness and our getting undressed 
publicly? To be Brazilian, the Modernists already preached it, is to be a cannibal. 
To eat the world, to digest it and only keep of it what we want. To be Brazilian is 
to be part of that deliciously anthropophagic patchwork quilt of cultures and 
universal references. The American consumes Carmen. The Japanese wants 
Carmen. Us, we devour her and spit her back out into a juicy and colorful cabaret 
full of questions during which we show the middle finger for quick answers. 
Come eat the iconoclasm of Brazilian culture idealized by the first burlesque 
collective in the country, The Burlesque Takeover, as well as a great cast.39 
 
Only with the advance of industrialization and the invention of photography, 
did pornography become a concept: the debate on whether pornography is art or a 
product is endless because pornography is an umbrella term that is materialized through a 
variety of media (text, image, sound, performance) and for a variety of goals (sexual 
arousal, political statement, aesthetics, etc.). Focusing on the definition of art by Arthur 
Danto and on how it plays in a pornographic film, it becomes possible to understand how 
porn can be art. In his book What art is (2013), Arthur C. Danto describes art as a 
“wakeful dream,” meaning that an artifact is art based on the non-visible meaning: “It is 
the invisible properties that make something art.”40 By that, he infers that the aesthetic 
aspect of an artifact is not a decisive factor for determining whether something is art or 
not. He further illustrates this by giving the example of the Brillo Box by Andy Warhol 
and the actual Brillo box commercial product designed by James Harvey.41 Both boxes, 
visually identical embody different meanings. For Warhol’s commercial art the boxes 
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“were a reaction to Abstract Expressionism, but mainly with respect to honoring what 
Abstract Expressionism despised.” Warhol celebrated industrial society and, in a way, 
elevated daily life products to the status of commercial art.42  
In her book Carnal Resonance: Affect and Online Pornography, Susanna 
Paasonen discusses the different perceptions surrounding erotica and pornography. 
Analogically speaking, pornography has often been perceived as being inferior to 
eroticism.43 In the same way as commercial art was despised, there is a strongly 
subjective element and a degree of pretentiousness in excluding pornographic visual art 
from art: “it is pure snobbishness to deny that commercial art is art just because it is 
utilitarian.”44 Supposedly, one does not suggest or stimulate the imagination but rather 
shows everything and is meant to arouse: “Rather than mere subject matter, the low status 
of pornography relies on its ‘dirty, naughty, debasing and disgusting style or quality’, as 
defined against more artful forms of expression.”45 If we follow Danto’s definition of art, 
many pornographic productions screened at PopPorn festival do fit as art:  
Today art can be made of anything, put together with anything, in the service of 
presenting any ideas whatsoever. Such a development puts great interpretive 
pressures on viewers to grasp the way the spirit of the artist undertook to present 
the ideas that concerned her or him. The embodiment of ideas or, I would say, of 
meanings is perhaps all we require as a philosophical theory of what art is.”46  
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In this sense, art can be anything depending on who is looking at it. It doesn’t 
always need an institution such as a museum to be art. As we will see in this dissertation, 
certain films use pornography to convey meaning; they can embody what the film 
director was supposedly seeking to express with the help of performers and the setting.  
As we mentioned earlier, the topic of pornography being an umbrella term that 
encompasses a wide variety of practices and meanings, it is nearly impossible to 
universally define it. What is more, Morin’s complexity theory demonstrated how 
essentializing one concept runs the risk of not perceiving the nuances and features. In that 
sense, nowadays, pornography is not only art or a consumer product. Taking a closer look 
at the films screened at PPF quickly demonstrates that porn constitutes a much more 
complex cultural phenomenon. Additionally, it is impossible to universalize and define 
what porn is when each viewer experience with pornography is unique.  
However, pornography is problematic because it can challenge some sectors of 
society and constitutes a product of mass culture. At the same time, pornography could 
give rise to the expression of fear and abjection, even taking the form of aversion and 
anger thus causing a moral panic. In that sense, it points at a cultural phenomenon that is 
presented as negative and dangerous. The expression “moral panic” has been coined by 
Stanley Cohen in his book Folk Devils and Moral Panics in 1972 to describe a specific 
social situation: 
Societies appear to be subject, every now and then, to periods of moral panic. A 
condition, episode, person or group of persons emerges to become defined as a 




stereotypical fashion by the mass media; the moral barricades are manned by 
editors, bishops, politicians and other right-thinking people; socially accredited 
experts pronounce their diagnoses and solutions; ways of coping are evolved or 
(more often) resorted to; the condition then disappears, submerges or deteriorates 
and becomes more visible.47  
 
This social mechanism avoids the discussion around pornography, or rather, only 
allows discussing it in a limited way, thus reinforcing the already existing awkwardness 
and sense of panic. The existence of PopPorn Festival constitutes a form of resistance to 
the moral panic around pornography. The festival’s selection of about one hundred films 
is gathered in different categories classifying them around different topics such as female 
authors, experimental film, Brazilian productions, etc, thus demonstrating that this 
complex cultural production deserves further reflection and can be approached in 
different ways. The films’ categories discuss specific topics, challenge commonsense 
ideas, offer knowledge on subjects rarely seen on television or in theaters, and many of 
them carry a political agenda.  
Safe space: The fact that the festival claims to offer a safe space to the visitors to 
explore sexuality is a responsibility for the PPF institution. A two-day festival would 
assumedly allow the visitors to become more familiar with the topics presented and to be 
exposed to new ideas and reflections. That claimed safety of the space could be seen as a 
political matter because it would imply that there are fewer public spaces that provide 
such a sense of safety for the visitors. The notion of safe space is central to the work of 
                                               




Ingrid Ryberg in Imagining Safe Space: The Politics of Queer, Feminist and Lesbian 
Pornography: 
Through the research process, a notion of queer, feminist and lesbian pornography 
as a potentially safe space for sexual empowerment has crystallized as central to 
this interpretive community. Across this film culture’s many different sites, 
practices, situations, discourses and aesthetics this figure reoccurs as a trope 
which is both imagined and strived for, requested and subsumed, idealized and 
interrogated. Hence, the dissertation maps out how queer, feminist and lesbian 
pornography invests in a politics of constructing safe space.48  
 
This quote echoes one of the purposes of PopPorn in São Paulo, which is to create 
a safe space where the public can be vulnerable, exchange knowledge, feel aroused, 
question practices and ideas, and consume independently produced pornography. 
A form of art [...] ancient: this sentence informs that the representation of 
graphic sexuality is an old practice and a form of art. The reader is invited to reconsider 
the similarities and evolution of ancient representation and modern-day porn. As a tool to 
criticize religion, porn could recover its political meaning and its role as a tool of 
resistance to repressive power.  
Therefore, the festival has several stated missions, the main one being the 
opportunity to reflect upon and discuss sexuality. The heterogeneous nature of the event 
created opportunities for a variety of ideas and perspectives on pornography, eroticism 
and sexuality. Moreover, being able to discuss these topics in a space that anyone could 
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enter added an important aspect: the notion that small institutions were able to organize 
and create events independent from any political affiliations.  
 
1.1.2 How to Attract Donations? 
Further looking into PPF’s mission, the following paragraphs and figure 2 are 
extracted from “Catarse,” a crowdfunding site that the festival used to collect funding 
from internet users willing to make a donation. In order to attract donations, PPF 
published the motivations for creating the event itself and why it would be important to 
donate: 
 




Why support the event? 
The topic is in everyone’s interest and covers all of the areas of human 
knowledge. The ways we relate to each other do not only inform our preferences 
or our body. Our sexuality goes beyond that and is a thermometer on the absence 
or presence of freedom, on the network of support or oppression that we face 
daily, and on our interactions and collective development in society. When we 
talk about women getting abortions illegally, crossdressers being assaulted, gay 
people kicked out of home, women and men being insulted because of their 
sexuality, repression to gender fluidity or any sexual activity that is considered 
unacceptable by society, everything can generate fear and taboo. The amount of 
difficulties that we put up with in order to push under the rug such an important 
part of our lives is uncountable. Maybe we are able to deal with the sexuality of 
animals better than our own, one that is always ridiculed. 
In order to avoid that our ignorance in relation to sex and adult entertainment 
keeps creating issues instead of solutions, we want to bring this topic to light, 
approach it with more details, and bring up, discuss and understand topics such as 
pornography. We are going to talk about +18 content with +18 people, through 
culture, information and entertainment. 49 
 This first paragraph adopts a rather dramatic tone of urgency, explaining in a 
nutshell why it is worth donating money to the festival. The strategy is to make it 
“everyone’s interest” to pay attention to PPF. Sexuality is universal and connects human 
beings. It is not only in the individual’s interest to learn more about sexuality, but also in 
society’s public interest. The piece highlights the famous statement from the second-
wave feminism “the personal is political.” The series of examples on violent situations 
related to an aspect of sexuality reinforces the idea that the personal is political. 
According to this piece, violence against individuals because of their sexual choices 
and/or gender expression is a result of intolerance, ignorance, and fear. Additionally, the 
quote sustained that the level of shame that social repression causes makes it difficult to 
                                               




live one’s sexuality and gender expression freely. Presenting the mission of the festival as 
wanting to be a space to detangle the complex topic of sexuality and desire can sound 
appealing in its potential to provide new considerations and directions. Therefore, it 
appeals to the donors’ potential to simultaneously improve their knowledge on sexuality 
and to be entertained.   
 




The image above can be interpreted as representing the previous paragraph. The 
human with a horse head is ironic and materializes the previous idea that “maybe we are 
able to deal with the sexuality of animals better than our own, one that is always 
ridiculed.” This half-human half-horse is our sexuality being ridiculed and alienated. The 
window and frames displaying genitalia suggest that humans could be further distanced 
from their own sexuality and desires. The ridiculed man-horse is staring at the frames 
suggesting that he wants to learn more and demystify the body.50 At the same time, 
having a vulva with stairs leading to the labia can suggest that reaching sexual knowledge 
and understanding is a process and requires gradual steps. Sexuality is a voyage, one of 
observance, of experimenting, of learning.  
 
Figure 4. How Can this Topic Be Brought to Light? Source: Catarse. Access date: April 8th, 2018. 
https://goo.gl/WER8oR 
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How can this topic be brought to light? 
Our event, since the first edition, discusses the cultural limits around sex, 
worldwide, through films, art pieces, and discussion panels. This year, we have 
more than 100 films from 15 countries, presented for the first time in Brazil. 
These movies are being translated by our collaborators in order to have 
Portuguese subtitles. At the beginning of our campaign on Catarse, more than 
50% of those films were ready for screening.  
At the same time, we have, during the two-day festival, about 20 people, among 
them specialists, scholars and professionals, who are ready to share a little bit of 
their vision during our debates. The topics are as brave as the event: prostitution, 
pornographic art, BDSM practices in Brazil, and sex for people in their 50s or 
older. However, we want the visitors to participate. That’s why we invite you to 
try the workshops. Make your own experience with the support of instructors 
selected by PopPorn curators, who generate new points of view that will be able 
to change the way in which you interact with others. 
The idea is to create a comfortable environment so that specific topics do not 
remain in the domain of irony and ridicule.  
To top it off, there will be a mini flea market for publications, independent 
products and fanzines for whoever wants to take something home from the event 
and from our partners. There will also be parties for those who want to relax. 
After all, a festival is a festival, and a festival is about fun and lots of music! ;) 51 
Here, one can read in more detail the content of the festival and how it is 
materializing the mission statement. The transnational nature of the event through the 
films and their translation with subtitles also constitutes an opportunity to reflect upon the 
role of language in such an event. The topics are said to be brave, reminding us of the 
urgency to discuss taboo topics described earlier. Furthermore, the participatory elements 
are showing the importance of the audience as a claimed active participant. This 
statement stresses that the festival is for everyone and not just for the curatorship and the 
official filmmakers and performers. As seen previously, the topic of sexuality and 
                                               




pornography is presented as universal, and the festival is a type of event that reflects this 
universalism because it is intended to be accessible to all social classes, genders, and 
backgrounds. However, it is worth noting that the event is restricted to the age of 18 and 
above.  
 





When will this all be available to the public?  
On June 2 (our opening party) and on June 3 and 4, from 12 to 10pm, at the 
Centro Cultural Rio Verde—SP. The location and dates are already secured for 
the event, the only thing that is left is your support and participation! <352 
 
1.2 Two Festivals in Dialogue 
1.2.1 Pornfilmfestival Berlin 
 
 Berlin’s first Pornfilmfestival, which started in 2006, presents itself as an 
alternative film festival. In its own institutional statement, the festival is described as 
follows (my emphasis):  
The Pornfilmfestival Berlin is an alternative, independent film festival that 
focuses on sexuality, politics, feminism and gender issues, and is the only festival 
of its kind in Germany. 
Since 2006, the festival has screened an average of over 100 films from around 
the world, featuring feminist and queer perspectives on questions around sexual 
morality, identity, and body norms, emphasizing artistic, alternative approaches to 
the genre of pornography. Since 2015, over half of the 8,000 viewers—who 
identify as a diverse mix of hetero-, homo- bi-, trans* and sexually queer—have 
been female, and 50% are international visitors from around the globe. The film 
festival is framed by panel discussions, lectures, readings, workshops, 
performances, exhibitions and many conversations and presentations on the 
subject of sexuality today. 
Founded by filmmaker and producer Jürgen Brüning, the festival is organized by 
a dedicated four-member team, consisting of Berlin-based film producers and 
journalists, and countless volunteers. The festival is held in the oldest cinema in 
Germany, Moviemento in Berlin-Kreuzberg.53 
The above statement differs from that of PopPorn Festival’s. PFFB specifies it’s 
an independent festival. Like PPF, it does say it auto-defined as “alternative,” meaning 
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that it is not an event that reinforces supposed norms in terms of aesthetical 
representation of sexual and gender issues. The political aspect is clearly stated in the 
first sentence, although there is no mention of concrete cases of violence like PPF did. 
Both institutions highlight the international nature of the festival and share similar 
approaches in terms of organization (debates, workshops, screening, performances).  
Although both festivals share similar perspectives, PFFB is more explicit in its ideology, 
a feminist and queer one.  
The purpose of PFFB was to simultaneously bring back the public aspect of porn 
consumption, allowing a space for a public discussion around it and breaking down 
prejudices around pornography and sexuality. In a 2015 interview, Jürgen Brüning 
explains the motivations for creating a porn film festival in 2006. Because of the changes 
in porn consumption in the late 1970s from cinemas to the videocassette at home, the 
audience was no longer watching porn in a public space, but rather individually and in 
private. As Brüning puts it: 
So that was the main thing, to get people to watch pornography with other people 
in public again. Then we wanted to attract a new, more mainstream, audience and 
challenge the usual prefabricated arguments against porn: that it’s degrading for 
women, it’s sexist, and hetero-normative and all that stuff. People who say that 
don’t regularly watch it. So, this was an opportunity.54 
Brüning is referring to an ideological conflict amongst feminists that started in the 
late 1970s and that is known as the “feminist sex wars.” During second-wave feminism 
(early 60s to 80s), concerns revolved around equality in the workplace, family, 
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reproductive rights, and sexuality. The debate on sexual issues such as abortion, domestic 
violence, and pornography in particular, grew until it imploded when no consensus was 
reached among anti-porn feminists and pro-sex feminists. The two antagonistic thoughts 
left a legacy of diverging opinions thus revealing the ideological diversity within feminist 
thought. In their article Emotional Truths and Thrilling Slide Shows, Clarissa Smith and 
Feona Attwood discuss how anti-porn feminism discourse re-emerged in the twenty-first  
century, analyze how the anti-porn arguments are constructed to reveal how dubious the 
anti-porn narrative is.55 A central thought that Smith and Attwood mention in their work 
and that contributes to understanding why anti-porn feminists maintain their position to 
this day is the following: 
However, we’d suggest that, like the “problem” of AIDS, the Contemporary 
prominence of anti-pornography sensitivity is best understood as “the latest 
variation in the spectacle of the defensive ideological rearguard action which has 
been mounted on the house of the family” for more than a century. The voices 
raised against pornography take their place among the many and various worries 
about family breakdown, infidelity, rising STI (sexually transmitted infections) 
rates, AIDS, teenage pregnancies, abortion, promiscuous sex, gay marriage, and 
more generalized fears of homosexuality. In sexual matters there is an “endless 
‘overhead’ narrative” of anxieties that influence and are, in turn, influenced by 
worries about sexually explicit media.56 
This quote, I contend, underlines some reasons why pornography can be seen as 
such a sensitive topic and why it appears impossible for the opponents of the debate to 
come to an agreement. The discussion around sexuality could often be loaded with 
anxiety, fear, and influenced by cultural and moral views. The sexual “issues” presented 
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above reveal the possible existence of an ongoing moral panic (as defined by Cohen in 
Folk Devil Moral Panics). This shows that the affects and worries caused by these so-
called immoral issues should be more so a translation of limited worldview and 
subjective struggle rather than the existence of an actual issue. It could be beneficial for 
anti-porn advocates to discuss pornography in spaces such as these festivals as they 
provide a space to reflect on their personal relationships to sex and contemplate their 
sexual practices. Sexually explicit material can work like a mirror forcing the viewer to 
directly or indirectly consider their sexuality.  
Pornfilmfestival Berlin’s stated endeavor to challenge prefabricated arguments 
against porn is similar to that of PopPorn Festival: “construct, propose and investigate 
alternative discourses to traditionalist and biased concepts of pornography.” Both 
festivals seek to create a space where visitors can discuss different topics around 
sexuality, and learn more about pornographic art. Beyond offering an artistic perspective 
on pornography, both German and Brazilian festivals intend to provide a space that wants 
to be inclusive of all gender and sexual orientations and so-called non-traditional forms 
of sexual expression. These festivals also serve as platforms for discussions around 
perceived taboo topics, such as sex for elderly individuals, sex workers’ experiences, 
feminist and queer porn productions. In the same way as Clarissa Smith and Feona 
Attwood demonstrated how a discussion far beyond the topic of pornography is 
embedded in an anti-porn feminist stance, PopPorn Festival also presents itself as an 
opportunity to publicly discuss a variety of sexual matters. Unlike anti-porn feminists, 




rather, by means of pornographic art and debate, it tries to invite the audience to question 
commonsensical ideas about those topics.      
1.2.2 Pornfilmfestival Berlin 2017 Program 
 PopPorn Festival in São Paulo and Pornfilmfestival Berlin not only share similar 
stances on freedom of sexual expression and gender identity, but, as mentioned above, 
their program schedule is made of the same components: films, lectures, and panels, 
workshops, exhibitions, and performances. PPF and PFFB are both constructed as spaces 
where visitors are free to circulate, meet new people, and share ideas around the topics 
presented.    
The 12th edition of the PFFB took place in Berlin, Germany, from Tuesday, 
October 24, 2017 to Sunday, October 29, 2017. The first day of the festival started with a 
French film titled Les prédatrices (Female Predators). According to the PFFB catalog, 
former porn actress and film director Ovidie would offer a feminine vision of sexual 
desire. Choosing to start the festival with a female lens was not anodyne since it 
constitutes one of the raisons d’être of the event:  
The 12th Pornfilmfestival opens with female predators. Very suitable since the 
festival is always featuring female perspectives on sexuality and female desires. 
French director Ovidie, a festival regular, created a pornographic treat that offers 
the common denominator of the festival: the shameless lust for sex!57 
                                               





 The closing film of PFFB was titled Pieles (Skins) and was created by Eduardo 
Casanova. The Spanish director pushed the audience to its limits of political correctness 
and comfort by making it look at and question the human body and its possibilities:  
A girl with an anus instead of a mouth. A boy who dreams of becoming a 
mermaid—by cutting his legs off. An eyeless young prostitute that wears 
diamonds in the place of her missing eyes. The morbidly colorful debut of 
director Eduardo Casanova transgresses the human body in more than one way. 
Still, he portrays his grotesquely deformed protagonists in a decidedly humanist 
way and far from any cynicism.58 
The films that were presented during the week were a combination of feature 
films, documentaries, short films. About 146 films were screened during the event, 
gathering professional and amateur productions from Austria, Denmark, Finland, France, 
Georgia, Germany, Greece, Italy, the Netherlands, Poland, Russia, Spain, Sweden, 
Switzerland, the UK, Canada, the US, Argentina, Brazil, Mexico, India, Korea, Thailand, 
Japan, and Australia.59 
The catalog of the PFFB starts with an introduction situating the festival in its 
geopolitical context, that of Germany’s legalization of same-sex marriage on October 1st, 
2017.60 Although it is not surprising that the PFFB addresses the recent right for same-
sex marriage, the institutional stance of the festival is both unexpected and expected: 
“Sexual Freedom for Everyone!”—doesn’t that sound better than, say, “Marriage 
for Everyone!”? While many consider Germany’s recent legalization of same-sex 
marriage a political victory or even equality, truly it’s nothing less than a gesture 
of subjugation in a society where the majority rules, where couples with state 
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recognition of their love lives and the associated privileges are in a different class 
from those with other ideas about relationships. And it’s not just about 
bureaucracy and tax breaks. It’s also about social standing and the increasing 
amount of effort and courage it takes to be different in a society that splits us into 
two groups: those who embrace marriage, versus those who are disavowed for 
living differently.61  
According to the festival’s statement, the legalization of gay and lesbian marriage 
is not truly liberating since it does not recognize or allow space for non-traditional 
relationships that do not fall into the marriage paradigm. As Ken Plummer argues, in the 
social sphere there is “a split between the ‘good guys’ and the ‘bad boys,’ between those 
who want to be responsible gay and lesbian citizens and those who argue that it is in the 
very nature of gay to be ‘outside’—to be transgressive, to be radical, to be a threat, to be 
queer.”62 What the legalization of same-sex marriage does is allow a specific part of 
society (i.e., same-sex couples who want to get married) access legal recognition for a 
predominantly heterosexual and normalized practice. They can therefore become citizens, 
normalized, and consequently stray from “the very edge that gayness implies.”63 In the 
same vein, the work of Diane Richardson in Rethinking Sexuality problematizes the 
concept of “sexual citizenship” arguing that up to the twentieth century the assumptions 
around Western models of citizenship were both “(hetero)sexual and gendered.”64 
Richardson argues that “there is an interesting tension in the use of the term ‘private’ to 
demarcate the boundaries of (homo)sexual citizenship. Whilst lesbians and gay men are 
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banished from the public to the private realm, they are, in many senses, simultaneously 
excluded from the private where this is conflated with ‘the family.’”65 The concern 
expressed by PFFB touches on the incorporation of gay people into a normalized system 
that will erase the aspects of gay culture that define it in a non-normative way. More 
visibility for gay individuals within mainstream culture has also been perceived as “a 
process of commodification and assimilation into dominant culture” rather than “an 
acknowledgement” of their rights.66 As the quote from PFFB states, the issue that the 
legalization of gay marriage could create is a wider gap between individuals who do not 
fit in marriage and those who do. As long as marriage should be the standard to decide 
and allow a specific type of love and sexuality, there could hardly be freedom for all and 
people will continue to be marginalized. 
The more that marriage—whether “traditional” or same-sex—is hailed as the 
measurement of all things, the more difficult it is for people to swim against the 
current as they follow their own way toward a fulfilling (love) life. This trend of 
turning inward into private life, of pursuing happiness in the most secluded of 
circles, only leads to the petite-bourgeoisification of society, resulting in a 
deadened community and, above all, total boredom.67  
The normalization of gay marriage runs the risk of pushing back queer 
countercultural existences and even though queer counterpublics still exist, “they have 
become increasingly isolated.”68 The argument of Michael Warner according to which 
sexuality of gay men being simultaneously public and extremely intimate also puts 
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forward another important factor, that of the necessity of a public sexual culture.69 It is, 
therefore, in this political context that the PFFB wants to stand out as a non-
discriminating space open for many forms of love and erotic desire. Similarly, PPF in São 
Paulo aims at developing public sexual culture so that knowledge can circulate publicly, 
explore and discuss diverse forms of being, of sexual fantasies, perceived taboos, 
practices, and desires, as well as “create new needs for resisting shame.”70 
1.3 PopPorn Festival Organization 
1.3.1 The People Behind the Project 
The PPF’s crowdfunding website Catarse provides a brief description of the 
leaders of the PPF and their roles within the institution. Lucas Villar is described as the 
pillar whose biggest job was to make sure that everything was going to be alright. 
Marcelo D’Avilla is described as one of the curators in charge of the performances and 
art pieces. May Medeiros is recognized as the person who gave form and 
shape to organizers’ and contributors’ ideas. She is also publicly known as working for 
Xplastic (a website marketed as alternative pornography), as the production director of 
the company Luzvermelha.tv (which owns the previously mentioned website), as the 
head of the film production and online content in Xplastic, as the program director of an 
interview based TV program called “Pornolândia” broadcasted on Canal Brasil, and, 
since 2015, as the director of her own films71. Roy is described as the orchestrator of the 
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workshops as well as providing oversight of the PPF’s financial affairs. Thamu 
CandyLust, described as being granted with “magic hands,” was the tattoo artist at the 
festival and also someone who could lend a hand whenever needed. Thiago Roberto, “the 
king of the night,” is described as the one who “organizes everything so that everybody 
can fulfill their role (or do whatever they want).” Tino Monetti is the curator who 
selected what went on the big screen and was the contact person for all the directors 
exhibiting work at the festival. Vera Vasques handled all matters regarding the movies 
from the moment they were selected to the moment they were on screen. Additionally, 
the organization gets some help from Apis3 Play for communication and design, and 
from Sexlog to promote the event. 
1.3.2 A tribute to the late Suzy Capó 
 
 






Figure 7. Suzy Capó. Photo: PopPorn. Source: Facebook. Access date: February 21st, 2018. 
https://goo.gl/Uhjh8c 
 
Before the current organizational structure, the first edition of PPF in 2011 was 
founded by the late Suzy Capó, a pioneering figure in queer film festivals.72 Suzy was a 
recognized “transnational cultural producer” in Brazil and her passing is represented as a 
significant loss for the international LGBTQ community.73 As the following interview 
that Suzy gave to the online website “Salada de Cinema” demonstrates, she created the 
first edition of PPF after finding inspiration in the PFFB:74 
From May 26 to June 2nd, São Paulo is hosting the 1st edition of PopPorn Festival, 
a collective action involving professionals from the world of arts, culture and 
communication. During this time, the organization promises a series of attractions 
with a strong erotic appeal and explicit sex scenes. 
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The multidisciplinary event will transit between the borders of sex industry, popular 
culture and art, and consists of an exclusive film selection, photos, performances, 
publications, archives, talks, parties, and a workshop on audiovisual production. 
A unique festival in São Paulo, but that has already been successful in Europe. The 
event will take place in several locations such as the Matilha Cultural, Galeria 
Vermelho, Espaço Unibanco de Cinema, Cine D. José, Gorila Café, Lions 
NightClub, Volt, Constantine Club and ALôca. You can access the entire program 
schedule at: http://www.popporn.com.br/. 
To share with us more information on the event, Salada de Cinema interviewed 
Suzy Capó, one of the people in charge of PopPorn organization: 
Salada de Cinema – How did the opportunity to organize PopPorn in Brazil 
arise? 
Suzi Capó – PopPorn Festival was inspired from Pornfilmfestival Berlin, an event 
organized by friends and long-term contributors.  
Salada de Cinema – What were the main obstacles to making the festival 
possible? 
Suzi Capó – Lack of time and lack of a culture open to alternative initiatives such 
as PopPorn Festival. 
Salada de Cinema – Will there be films with explicit sex scenes? 
Suzi Capó – Yes, most of the films screened contain explicit sex scenes.  
Salada de Cinema – Besides the film screening, will other events take place 
simultaneously? 
Suzi Capó – Yes, installations, performances, debates, parties, a workshop and a 
photo exhibit are also part of the schedule. You can find the full program schedule 
on www.popporn.com.br. 
Salada de Cinema – What kind of audience do you think will attend PopPorn? 
Suzi Capó – I am hoping for a pretty diverse audience: from contemporary art 
gallery goers to couples who go to swinger clubs, gay and heterosexual audiences, 
a crowd that has fun in the neighborhoods of Jardins and Itaim to a crowd that hangs 
out downtown and in Bexiga. I don’t know whether it’ll actually happen, but that’s 
the idea.  




The format of the festival, very similar to PFFB, did not change since its creation, 
which further anchors its presence as an institution.  
The Teddy Awards, an international award for films with LGBTQ topics, 
published a tribute to Suzy on their website. The excerpt that follows gives an idea of the 
caliber of her loss:  
She was among the epicenters of Queer Cinema: a strong, passionate, flamboyant, 
generous, spirited, resourceful, creative ball of energy, circling many universes, 
connecting worlds, people, films, lives and everything else, that always just barely 
fit into her gigantic suitcase that she took wherever she went. Suzy was a co-
founder and for many years the artistic director of MIX Brazil, the largest LGBT 
film festival in Latin America, she programmed and curated for PopPorn Festival, 
the Asian Film Festival in São Paulo, Rio Int’l Film Festival, the São Paulo Int’l 
Short Film Festival, and the Latin American Film Festival in São Paulo.  
 
 On PPF’s website, it is made very clear that Suzy continues to have an 
irreplaceable value for the institution of the festival. Her biography reads as follows: 
Suzy Capó was a journalist and cultural producer, the woman who opened the eyes 
of the media and the Brazilian audiovisual industry on sexual diversity by adopting 
an intellectual and creative approach with taboo topics such as homosexuality and 
issues related to gender and sexual practices. With a degree in journalism from the 
University of Brasilia and a Master’s degree in Film and Performance Theory from 
New York University, Suzy started her career in the early 1990s, when she worked 
at The Kitchen, a cultural institution in New York City with one of the most 
important collections of video art in the United States. Her next step was as a guest 
curator for Mix New York, which gave birth to the Festival Mix Brasil, which she 
co-founded. It was she who, in 1994, conceptualized the symbol GLS, used to 
describe gays, lesbians and supporters, quickly adopted and disseminated 
throughout the country. After serving as President of the Cultural Association Mix 
Brasil between 2003 and 2007 and as Artistic Director of the event until 2009, she 
founded Festival Films, a distributor of niche films. Therefore, Suzy Capó 
innovated again by launching the first and only label of LGBT-themed productions 
distributed in the country.  The rich career of Suzy Capó is made of a wide variety 
of roles as a curator, member of the jury or producer of film festivals in Brazil and 
abroad, among which we can highlight: Queer Zagreb at Kino Europa, Hamburg 
Metropolis Kino, Mix Milano at Teatro Strehler di Milano, Alucine Toronto Latin 
Media Festival, Q! Film Festival in Jakarta and Bali, Berlin International Film 




Francisco Int’l Lesbian & Gay Film Festival, International short film festival of 
Moscow (Kinoforum), Mix Brasil Film Festival of Sexual Diversity, PopPorn Film 
Festival, Rio Internacional Film Festival.75 
 
As a tribute to her and her work, PPF has a selection of films under the category 
“Suzylicious: Greatest Hits,” picked according to Suzy’s tastes and connections to the 
film directors of these selected films. 
  
And why “Suzylicious: Greatest Hits?” 
Suzy Capó established her name in Brazilian cinema by bringing sex to light. If 
today a whole new crop of national films explores sexuality, many owe it to her. 
Our most beloved Suzy held a space to explore sexuality and brought 
international references to the Brazilian public.  
In this special exhibition, one of many other celebrations of Suzy’s creativity, we 
rescued several films that lived in her heart. Screened in previous editions or 
premiered for the first time, the films of this selection are cinematic-affective 
formations of Suzy’s universe. The violent transgressive exhibitionism of 
BruceLaBruce, the debauchery of the experiments on camera seen in the short 
films of the Desbunde session, of Marcelo Caetano, the romantic comedy with a 
naughty touch in Mommy Is Coming, the poetic feminism of Maria Beatty … 
These various aspects of Brazil and the world’s gay filmography, always 
celebrated by our eternal Suzy, appear here to illustrate the rich diversity of this 
universe that she always gave us. #ParaSempreSuzy76 
 
This tribute offers a clear idea of the context surrounding the continuation of PPF 
after Suzy’s passing, and sheds light on the affective implications around discourses on 
pornography. The current organization of this young institution felt a duty to honor 
Suzy’s memory and her work to celebrate LGBTQ art and sexuality. This tribute to Suzy 
                                               
75 My translation: PopPorn, “#prasempresuzy,” PopPorn, access date: February 25th, 2018, 
https://goo.gl/bgDcGd.     





also intends to create a deeper sense of solidarity that the visitors of the festival (and of 
the website) could perceive.  
1.3.3 Transnational Film Festivals  
The fact that PFFB helped with the creation of the first edition of PPF explains 
why the German festival is still connected with the most recent editions of PPF. Tino 
Monetti, the curator of PPF, was part of the short film jury of the 2016 edition of the 
Pornfilmfestival Berlin, and he also presented a selection of Brazilian short films that 
were screened at PPF that same year. The ties between the two festivals are not only 
visible in their structural format, aesthetical stances on pornographic art, and sexual 







Figure 8. Program Schedule for Special Screening, PopPorn Brasil. Source: Pornfilmfestival Berlin 2016 




PopPorn shared with PFFB nine short films in original versions (subtitles 
provided in English for 3 films). The attempt to celebrate and discuss sexuality through 
arts went beyond linguistic and geographic borders thanks to the sharing nature of these 
events, which showed content that was foreign to the visitors of both institutions. The 
conversation between Brazil and Germany through arts further demonstrates the theories 
sustained by Morin on complexity, as well as Oswald de Andrade’s anthropophagy. The 
conversation provides an exchange of ideas, missions, and bodies in transit in different 
cultures, and therefore deconstructing the idea of copy and original. Another thinker who 
deconstructed the notion of copy and original in a Latin American context is literary critic 
Silviano Santiago. His concept of the “space in-between” questions the dependency of 
the former Latin American colony on the Old World by challenging accepted notions of 
Latin American culture being the copy of European culture and therefore inferior.    
1.4 Sponsors and Funding 
PPF exists until this day apparently relying on the financial contributions of 
sponsors (companies), affiliates, private donors, and visitors. PPF sponsors are relevant 
because by knowing where the funds for the festival are coming from, one knows the 
business motivations behind these sponsors’ generosity.  
Sponsors were able to advertise their brand during the festival. Visitors could find 
booths with representatives of the two main sponsors, the websites SexLog and Xplastic, 
promoting their products and distributing flyers to the visitors. According to the news 




Pornography this Weekend,”77 SexLog was also providing ID verification to already 
existing customers in order to fight fake profiles on the swinger website.78 The article 
also mentions that SexLog supports PopPorn because they have a sex positive stance and 
that they believe that anyone should be free and able to explore their body and desires. 
On top of Xplastic and Sex Log, the festival relied on the public support of 
celebrities, such as Brazilian singer Caetano Veloso, US porn film producer and trans 
activist Buck Angel, and French gay porn actor François Sagat. It is worth noting that 
Tino Monetti, one of the curators of the festival is also the communications director of 
Uns Produções e Filmes, a production company that manages the career of Caetano 
Veloso.79 This public connection between the two could partially explain why Caetano 
Veloso appears as supporting PopPorn Festival.  
These public figures allowed PopPorn Festival to gain notoriety and visibility 
among a wider audience. Another benefit from seeking support from public figures is to 
reach a crowd that would not otherwise hear about such a festival. 
                                               
77 My translation: “Fim de semana SP recebe o 7º PopPorn, festival que une erotismo e pornografia,” Jornal 
Cotia Agora, access date: July 13th, 2018, https://bit.ly/2NNhcXC. 
78 “Fim de semana SP recebe o 7º PopPorn, festival que une erotismo e pornografia,” Jornal Cotia Agora, 
access date: July 13th, 2018, https://bit.ly/2NNhcXC.  
79 “Paula Lavigne chega a Amsterdã e já entra no clima liberal da cidade,” Glamurama, access date: 




   
Figure 9. Brazilian Singer Caetano Veloso: “I Support PopPorn!” Source: PopPorn. Access date: February 
20th, 2018. https://goo.gl/pdwDSa 
 
 
   






The list of businesses that supported PopPorn is available on the festival’s website 
and includes the following:80 Bucareste Ateliê de Cinema, a Brazilian film school located 
in São Paulo, media companies such as Vice and MTV, porn websites such as Xplastic 
and Sexy Hot, a retail shop named Chili Beans, the swinger website SexLog, the 
Pornfilmfestival Berlin, an adult film and web series production company called Luz 
Vermelha TV,  Bowie (a marketing agency), a sex shop called Tulipa Vermelha, a 
condom brand called Prudence, a Burlesque show collective called The Burlesque 
Takeover, a digital marketing and branding company called Apis3 and Lema +, an 
advertising agency. It is worth noting that Luz Vermelha TV distributes its adult films 
through Xplastic, Fetishboxxx, and Safada TV, online platforms that the same production 
company owns. 
Visitors could also donate via a crowdfunding website called “Catarse” in 
exchange for rewards that varied according to the amount donated. The minimum amount 
a person could donate was R$15 ($4.74, based on the value as of February 28, 2018).81 In 
return, the donor received buttons and stickers from the festival’s sponsors, the donor’s 
name in the acknowledgements, and finally access to the events that are also open to the 
public for free: debates, art exhibit, fair, and performances during both days.  
 
                                               
80 PopPorn, “Parceiros e apoios,” PopPorn, access date: October 3rd, 2018, http://bit.ly/2QuNFmh. 
81 “Taxas de câmbio - Conversão de reais brasileiros para dólares americanos,” Exchange Rates, access 





Figure 11. Rewards for Minimum Donation Suggestion. Source: Catarse. Access date: January 30th, 2018. 
https://goo.gl/Ypqd13 
 
The highest donation possible was R$575 ($181.69), and rewarded the donor with 
the aforementioned items and the following:  
Full access to the films (more than 100 films from 15 countries screened in two 
rooms) 
Monthly subscription to the partnering sites (Xplastic, Safada.TV, and Sex Log) 
A sexually explicit coloring book for adults 
One entrance to the Cabaré PopPorn inauguration party and another to the 
PopPorn party held Saturday, June 3rd, 2017. 
Access to the five workshops. 
 
  





On Catarse the crowdfunding website, the organizers of PPF have shared how 
they would spend the money donated. The budget to reach for the festival was R$ 24,760 
($7,626.88).82  
 
Figure 13. Budget Estimate. Source: Catarse. Access date: February 28th, 2018. https://goo.gl/LUZDYW 
 
25.4% for guest artists 
20.2% venue 
16.7% movie theater 
13% catarse website 
11.1% staff 
10.9% signalization/scenography  
2.7% gifts catarse 
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If it collected more than their goal, PPF stated that it would make direct 
improvements in the event. If it collected more than R$5k beyond the initial budget, it 
would create kits with their sponsors brands for people who donated a minimum of 
R$150. If it collected more than R$10k, it would send the kit for people who made a 
R$100 minimum donation and would keep the money left for the 8th edition of the 
festival. The campaign collected a total of R$6,020 from 70 donors. 
1.5 Location 
 
The seventh edition of PPF took place on Saturday, June 4th, 2017 from 12pm to 
10pm and the next day, Sunday, June 5th, 2017 from 12pm to 10pm. The venue was in 
São Paulo, Brazil at the Centro Cultural Rio Verde, also known on Facebook as Estrella 
Galicia Estação Rio Verde. This cultural center is known for hosting a variety of cultural 
events from musical shows, dance parties, artistic performances, and workshops in the 
neighborhood of Vila Madalena.83 It is no coincidence that the festival took place in this 
upper middle-class neighborhood, known for its bohemian culture, bars, restaurants, art 
shops, and nocturnal life. The place should be known by Paulistas who frequent the 
neighborhood or go out to musical events organized at the cultural center. Over the past 
decade, hundreds of users reviewed online the Centro Cultural Rio Verde and gave it 
public positive ratings, characterizing it as “the best space for parties in São Paulo,”  as 
“charming and welcoming,” or as “worth visiting just for the space.”84 These reviews on 
                                               
83 See appendix 2. 
84 “Centro Cultural Rio Verde,” Kekanto, access date: February 28th, 2018, https://goo.gl/bfdYDZ; “Centro 




the center demonstrate that PopPorn took place in a non-marginalized space. A simple 
glance at the center’s social media page gives an idea of the notoriety of the place. 
Almost every weeknight there is an event taking place. The center is also known for an 
event called “Samba do Sol” (Samba of the Sun) that gathers hundreds of participants 
around live samba music.85 
1.6 Intended Audience 
Like Suzy Capó mentioned in her April 25th, 2011 interview for Salada de 
Cinema86, the goal was to reach a diverse audience. In 2017, the new organizers of the 
festival kept that same target and the audience that attended the 2017 edition was eclectic: 
students, workers, unemployed and retired visitors, artists, journalists, but also young 
people, kids with their parents, adults, elderly, visitors who came in couples, persons who 
were on their own, groups of friends and families87 visited the premises of the cultural 
center and ventured to rooms where movies were projected and workshops held. In an 
interview, May Medeiros explains that the purpose of PPF is also to “naturalize” sex and 
discuss different topics on sexuality and sex practices.88 She adds that what makes the 
debates interesting is also the fact that families are at the Centro Cultural Rio Verde, 
which contributes to making the discussion around sex more natural by demystifying it.    
 With the exception of the workshops, anyone could walk by and enter the 
festival, watch the movies displayed, sit, and listen to the debates, as well as meet and 
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86 Fernando Império, “Salada de Cinema entrevista Suzy Capó, organizadora do festival PopPorn,” Salada 
de Cinema, May 25th, 2011, access date: February 25th, 2018, https://goo.gl/uEXiVj. 






connect with other visitors. One of the clear intended goals of the seventh edition of 
PopPorn was to try to reach a wide audience. In order to do that,  the entrance to the 
festival was free of charge. PopPorn has been seeking more visibility online and reaching 
out to a wider audience in order to discuss the place of sexuality in the arts, in 
relationships, and the circumstances surrounding Brazilian sex work. 
1.7 Advertisement and Media Reception 
1.7.1 Advertisement 
PPF 2017 has been advertised mainly online, via social media (Instagram, 
Facebook, Twitter), the festival’s website, and other online platforms such as video 
hosting and sharing sites (Vimeo, YouTube). One of the festival’s sponsors, SexLog, also 
promoted the festival in its YouTube channel, with the intention to allow the festival to 
reach more potential visitors. 
 
 










Figure 16. PPF Twitter Page. Source: Twitter. Access date: February 25th, 2018. https://goo.gl/hRLBhf 
 
 






Figure 18. SexLog YouTube Channel. Source: YouTube. Access date: February 25th, 2018. 
https://goo.gl/iTWjVA 
 
The magazine Vice, a PPF media partner, also covered the festival in an article 
published online on June 2nd, 2017.89  
1.7.2 Media Reception After PPF 7 
The event has been covered by several news websites and online TV channels. 
According to PPF website, there has been “more than 200 publications” that covered the 
festival since its beginning. 
                                               
89 Bruno Costa, “O Festival PopPorn 2017 está chegando mais delicioso do que nunca,” Vice, access date: 
February 25th, 2018, https://goo.gl/yMpxhK. 
57 
Figure 19. PopPorn Festival 7th Edition Homepage. Source: PopPorn. Access date: February 25th, 2018. 
https://goo.gl/r6EWGr 
Caption in white font: “Welcome to PopPorn! The hottest festival in the world!” 
Caption in bottom page: “In 6 years of Festival there has been more than 200 publications on different 
topics by newspapers and other media” 
As previously mentioned, May Meideiros, part of PPF’s organization, directs 
Pornôlandia, a program broadcast on the online TV channel Canal Brasil. On November 
22nd, 2017, Pornôlandia broadcasted a 12 min episode on PPF hosted by Nicole Puzzi in 
which she interviews the organizers and participants to the festival.   
58 
Figure 20. Nicole Puzzi, Host (left) and May Meideiros, PPF Organizer (right) Talking About PPF. Source: 
Globo. Access date: February 25th, 2018. https://goo.gl/qCH5u3 
One of the advertising strategies of the festival is to present it as something 
delicious to be consumed. One should think of it as food or even flesh that tastes and 
feels good. To appeal to the senses, the festival connects the reader to the event through 
gustative sensations, bodily pleasure, and carnal emotions. Both the PPF’s homepage and 
Pornôlandia describe the event as “The Hottest Festival in the World” and Vice writes 
that “The Festival PopPorn 2017 Is Coming More Delicious Than Ever.”  
Figure 21. Description Headline of PPF by Pornôlandia. Source: Globo. Access date: February 25th, 2018. 
https://goo.gl/qCH5u3 
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Figure 22. Description Headline of PPF by VICE. Source: VICE. Access date: February 25th, 2018. 
https://goo.gl/yMpxhK 
The article on VICE puts the festival in context with a motto that was 
controversial in Brazil, “Meu corpo, minhas regras” (“My body, my rules”). The feminist 
sentence was written in a comic called “Turma da Mônica Jovem” (Young Monica’s 
Team) by script writer Petra Leão and caused a strong reaction from some internauts.90 
Connecting PPF to the feminist sentence is an attempt to reinforce and further legitimize 
the existence of the sex positive event and the claim that there is still a lot of resistance in 
Brazilian society to women’s sexual autonomy. May Medeiros told VICE that “[they] 
feel a responsibility for creating an atmosphere in which women feel comfortable 
entering that space, in order to discuss the topic and not feel cornered.”91 May also 
explained that the films to be screened have been selected with women as the main focus, 
and in an attempt to naturalize not just sex, but sex for all. Other news websites such as 
90 Marie Declerq, “A roteirista Petra Leão fala sobre o ataque de internautas revoltados ao reproduzir frase 
feminista na HQ ‘Turma da Mônica Jovem,’” Vice, access date: September 14th, 2018, 
http://bit.ly/2NfI1XI. 
91 My translation: Bruno Costa, “O Festival PopPorn 2017 está chegando mais delicioso do que nunca,” 




catracalivre.com.br and spdagaroa.com.br advertised PPF underlining the emphasis on 
women empowerment and the motto “Our body, Our Rules.” 
1.8 Our Body, Our Rules (OBOR) 
A simple search on the Internet shows how popular this motto and other 
variations has become. It is possible to purchase T-shirts, accessories, and objects with 
sentences such as “My Body, My Choice,” “My Body, My Rights,” “My Life, My 
Choice.” There are also hashtags with the different mottos that reinforce the idea that 
women are their own agents, and a plethora of images and photos illustrating this idea. 
The irony in this is that it seems that the mottos became void of any meaning because 
those sentences can relate to anything and its opposite. The titles are so widespread that 
they are used by groups focusing on a variety of issues. For example, the Dutch website 
www.becomethebestversionofyourself.com launched a training in 2018 for young girls to 
provide them with sexual agency against “the sexualization of our society” in the 
Netherlands.92 With their motto “My Life, My Choice,” the team of the same name 
empowers survivors and works on preventing potential victims of “illegal commercial 
sex”93 in Massachusetts, USA.   
OBOR encapsulates the ideology behind the 7th edition of the festival and also 
that of sex positivity. If MBMR is a sentence that script writer Petra Leão used in a comic 
in Brazil in 2016 that generated a strong reaction among some readers, it is also the title 
of a film by French film director Emilie Jouvet released in 2017. It is interesting to note 
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that this motto appears in two different continents which confirms the relevance of a 
transnational debate on sex positivity and body agency. On her website94, the film is 
described as follows: 
Far from the dictates of current female beauty, MBMR focuses on these other 
bodies, those who take up space, those that stain, biters, those who devour, those 
who enjoy as they wish, those who age and those who are self-transformed, those 
who are free and wild. Eight people will reveal the magic, cruel, sensual, 
powerful relationship they have with their own bodies. The adventure of the film 
is multiple: the objective is to give voice and images to women whose body or 
sexuality is seen as non-standard, unseen or without speaking. The film will 
highlight possible resistance through an intimate portrait gallery, collective 
experimentations, tantra, exchange of fluids and knowledge, rituals… A strong 
political and feminist manifest about body politics, female sexuality and its 
representation, as well as about diversity and various forms of sexual desire. 
 
 





                                               




1.9 Friday Night Inauguration Party, PopPorn Cabaret 
 
The festival opened with an inauguration party, PopPorn Cabaret, on Friday night 
during which several performances took place. The guests had to pay in order to enter the 
party and attend the performances. The concept of the Cabaret was advertised on 
PopPorn Facebook page with a detailed explanation:  
The PopPorn Cabaret is known for being the party that opens the festival, that 
speaks a little bit about what we plan for each edition through the bodies of the 
artists present. In an atmosphere divided between appreciation, gallery of 
performances, petit comité, show and party, each year the collective The 
Burlesque Takeover invites artists to create during that night a climate of desire 
and catharsis. For this year the figure of a woman and her multiplicities and 
possibilities on the “feminine” was contemplated. Entitled “A força do sensível” 
(“The Strength of the Sensitive”) was thought and conceived as an experience and 
not as a simple show. We want the audience to immerse itself in this atmosphere 
and reflect upon the strength and power of the bodies that are present. We invite 
artists from the show to also immerse themselves in a sensorial, relational and 
emotional experience, to those who arrive at the Cabaret, all will be received, 
guided and crossed by these bodies that will be there discussing sexuality, power 
of the body, politics, harassment and life.95 
 
The list of the Cabaret performers is presented on Facebook with a cultural 
reference to Brazilian carnival.96 When samba schools parade, they follow a specific 
order and the participants are divided into different groups. The structure of the parade is 
here mimicked, which adds a humoristic note to the performances as well as set a 
carnavalesque tone to the inauguration party. The “Comissão de Frente” or Front 
Commission is the first group of the samba school to parade. The group counts about 15 
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people and its task is to greet the audience and the jury, introduce the samba school, and 
summarize the story that the school is telling through its costumes, floats, and dances. 
This story is called “enredo.”97 The floats in Brazilian carnival are called “alegorias.” 
Their shape varies and follows the school’s “enredo.” They are made of a variety of 
sculptures, mechanisms and ornaments, and are motorized.98 Another essential part of the 
samba school is the “bateria,” a big percussion orchestra that plays the rhythm that will 
conduct the entire parade, the singing, and the dancers of the samba school. The “bateria” 
can have up to 400 musicians playing.99   
The advertisement of the inauguration party of PopPorn festival was therefore 
mimicking a samba school organization. The connection between Brazilian carnival and 
the porn film festival raises the question of why did the organizers decide to present the 
inauguration party as if it was a carnival. Both events are celebrations within Brazilian 
culture during which people let go of social norms. By borrowing the carnivalesque 
lexicon to present the inaugural night of the festival, the organizers establish a connection 
between pornography and carnival. Both events share similar characteristics in terms of 
their substance and form, as well as in some of the emotions involved. Brazilian Carnival 
and PopPorn are institutionalized events that both have a limited time window and are 
taking place in a specific space that allows the participants to circulate, meet, explore, 
and experience sensations and emotions. Both celebrations are highly political in their 
                                               
97 Editorial Team Liga SP, “Carnaval SP 2018: Conheça a estrutura de um desfile,” access date: February 
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98 Alba Valéria Mendonça, “Crise limita grandiosidade de alegorias mesmo nas escolas campeãs do Rio,” 
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criticism of politicians and because of their social critique. For example, during the first 
night of the Rio de Janeiro Carnival on February 12th, 2018, the samba school Paraíso do 
Tuiuti had one person wearing a costume of Brazilian President Michel Temer dressed as 
Dracula.100  
Historically, samba and carnival have been marginalized and also perceived as a 
lower-class event because of its African origins.101 Anthropologist Roberto DaMatta in 
Carnivals, Rogues, and Heroes: an Interpretation of the Brazilian Dilemma explains, 
The samba schools, in contrast, are unified around the possibility of creating a 
different sort of space. Although they are umbilically linked to their hillside 
shantytowns and poverty, at Carnival time they make it possible for affluent, 
white, “well-born people” to unite with blacks and the poor. So even though the 
schools also begin with a focus on a residential segment and social class, they do 
promote the systematic integration of classes in their highly complex parade.102 
Below is the organization of the performers of the PPF inaugural Cabaret party in 
the style of a samba school, and as it appeared on the festival’s Facebook page: 
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101 Roberto DaMatta, Carnivals, Rogues, and Heroes: an Interpretation of the Brazilian Dilemma (Notre 
Dame: University of Notre Dame Press, 1991), 96. 
102 Ibid., 96. 
103 The Comissão de Frente is defined as “a lead group that opens the desfile and serves as the ‘calling 
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DaMatta offers a thorough interpretation of Brazilian carnival and of Brazilian 
politics in relation to the festivity, emphasizing the socially organized chaos of this event 
and how it is deeply inscribed in excess, licentiousness, and luxury. 106 His discussion of 
members of Brazilian society “[dropping]  their masks during Carnival” and in particular 
“macho men of Brazil who […] reveal themselves to be surprisingly and incredibly 
timid”107 resonates with PopPorn in that the festival aims at dissolving certain barriers 
and conservative attitudes. Both Carnival and PopPorn are orgiastic celebrations and 
spaces “offering more openings than we can possibly take advantage of.”108 
                                               
104 The alegorias are “allegorical floats—relatively large constructions representing scenes and objects 
associated with the story in question” (Ibid., 97). 
105 The bateria is made of the samba school members who play percussions (Ibid., 96).  
106 Roberto DaMatta, “O que diz o Carnaval?,” Revista Epoca, access date: September 17th, 2018, 
https://glo.bo/2QEnuKI. 
107 Roberto DaMatta, Carnivals, Rogues, and Heroes: an Interpretation of the Brazilian Dilemma (Notre 
Dame: University of Notre Dame Press, 1991), 86. 





1.10 Films and the Political Context 
The following description is taken from a publicly accessible webpage of the 
festival,109 and provides further detail on what the focus of the seventh edition is on: 
“Focus/Program guides: Sex workers110 (prostitution, porn industry, etc.)/ Made by 
women (films directed by cis and trans women)/ Porn Art (experiments, tarot, body art, 
occultism and more)/ Pornology (history of pornography and explicit sex in cinema and 
porns in series)/ VICE Presents (co-productions of Vice worldwide introduced by Vice 
Brasil)/ CURT-ASS111 (selection of short films of varied topics).” We can also read the 
description of the film program:112 
Our body, our rules 
 
Defined by specialists as the most WTF year in recent times, 2016 witnessed a 
cinema with an accurate reflection of the destructive turbulence (yes indeed!) that 
was taking place in the world. During an intense period of time between January 
and December for PopPorn, during which we had another representation at the 
Berlinale, we carried through our 6th edition by leaps and bounds in the middle of 
the political malaise in Brazil. We put together a selection of our films, 100% 
national, for the 11th Pornfilmfestival Berlin and for the 2nd International Queer 
and Migrant Film Festival in Amsterdam. We welcomed 2017 with a desire to 
keep fighting in the best way we know: through cinema and arts. The selection of 
films for our 7th edition initiates with the premise “My Body My Rules” (title of 
the new film by Emilie Jouvet, that we are so excited to watch/premiere!), that 
leads to the 3 necessary pillars that structure our programming: sex workers, porn 
art and movies made by women. If there’s anything we’ve learned from last year 
it is that the war against prejudice and conservatism is far from being won. More 
than ever, we have to show our sharp teeth and claws, as well as our genitalia, our 
                                               
109 PopPorn, “Focos/Guias da Programação,” PopPorn, access date: May 30th, 2018, 
https://bit.ly/2J3GTnW. 
110 The original title is “trabalhadorxs do sexo.” The letter “x” of “trabalhadorxs” tries purposely to remove 
the social imposition of gender assignment, traditionally marked by either an “a” or an “e” in this word.  
111 The word “curt-ass” is a play on words. “Curt” comes from “curta metragem” which means “short 
film.” In Brazilian Portuguese, it’s common to use the shorten form “curta” to signify “curta metragem.” 
The plural form is “curtas,” which is what “curt-ass” is built off of with the English word “ass” to signify 
short films on explicit sex. 





movies, our sex. That’s why these are urgent topics, created and emerging 
randomly by the demand in expression arising from the movies registrated at the 
festival, and that now form and conform our programming. With about a hundred 
movies from more than 15 countries, divided in distinct clippings in more than 20 
sessions, we give a few (new) steps for (what we imagine for) the future and we 
invite you to explore in a creative atmosphere a universe of possibilities of 
sexualities, sexual and gender identities, and artistic expression on the body and 
what we do with it. And it’s on them that we want to climax, enjoy, have a good 
time, and above all, fight so that these projects, productions and spaces neither 
cease to exist nor be censored, by no government whatsoever, organization or 
conservative wave that may arise. This is a time of attention and rebelliousness, a 
time to recover—like we’ve been doing for 7 years—the original meaning of 
pornography, that goes beyond the masturbatory element. It’s time to use our sex, 
desires and will, together, to collectively and freely continue to enjoy our sex, to 
fulfill our desires and to make our wishes come true. If the solution for their crisis 
is to separate, label and judge, ours is to unite, undo those labels and love. To all 
violence, our answer is lust, give voice to the body and allow it to flow, free from 
any repression or punishment. Our revolution is (and will always be) sexualized. 
Welcome113 to the 7th edition of PopPorn! 
 
Signed: Tino Monetti & the fuckers of PopPorn7 
 
Acknowledgments // Commission of films PopPorn7 
VICE Brasil (Fê, Maleronka & Murillo) & VICE 
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Marília Gurgel do Amaral 
Gustavo Vinagre, Facundo Guerra e Gilson Packer 
PFF | Pornfilmfestival Berlin (Jürgen, Claus, Paulita & Manuela) 
IQMF | International Queer & Migrant Film Festival Amsterdam (Chris Belloni)  
 
The statement signed by the festival organization has a strong political tone that is 
closely tied to the intention behind the event. Not only is the participant watching films 
and attending debates on sexuality, but also this participation is political and means being 
                                               
113 In a similar way to the word “trabalhadorxs,” the organizers of the festival turned the Portuguese word 
for “welcome” into an all gender inclusive one as follows: “bem-vindxs.” For further information on the 




involved with the broader debates taking place in Brazil. Even if the films premiered at 
the festival are not all from Brazil, their use by PPF implicitly makes them a political 
statement aiming at counterbalancing Brazilian conservatism.  
As this description said, the power of pornography is considerable because it is 
used in the festival as a political tool that constitutes a daring statement: the ability to 
enjoy one’s sexuality freely without retaliation from public authorities or conservative 
groups. In publicly exposing one’s sexual desires and body there would be strength and a 
liberating element. The naked body itself would be pushing against some societal norms 
and controls with a simple accoutrement: genitalia. A simultaneously simple yet complex 
act(ivity) should constitute a political statement and at the same time entertain the viewer.  
The political unrest that is mentioned in the note is a reference to the 
impeachment of Dilma Rousseff that started in 2015 and effectively took place in April 
2016. Consequently, in May of 2016, Rousseff was no longer in power and Michel 
Temer, Vice President at that time, became President. Until the time of the 7th edition of 
the festival (June 3rd and 4th, 2017), Temer was still assuming the functions of the 37th 
President of Brazil (sworn on August 31st, 2016).114 His transition to power marked a 
shift towards conservatism that the country has experienced, along with extreme right-
wing opinions on abortion and gun laws.115  
                                               
114 “Brazil’s Dilma Rousseff to Face Impeachment Trial,” BBC, access date: May 31st, 2018, 
https://bbc.in/1WrUl4y. 
115 Katy Watson, “Brazil’s Rising Tide of Young Conservatives Seeks Change,” BBC, access date: 





Another example directly connected to art is the cancellation of a queer art 
exhibition in a museum in Porto Alegre, Brazil in 2017.116 The Queer Museum exhibition 
had already started at the Santander Cultural Center when a group of right-wing 
protesters demonstrated and managed to make the bank shut down the exhibition a month 
ahead of schedule. The group, called the Free Brazil Movement, was supported by 
evangelical Christians too and accused the exhibit to be promoting “blasphemy, 
pedophilia and bestiality,” accusations that the curator of Queer Museum denied. Many 
members of the Brazilian artistic community are worried about this rise of conservatism, 
especially since the country has already experienced 21 years of dictatorship. According 
to an article published by The Guardian, “The Free Brazil Movement has grown in 
influence since helping to oust Rousseff on charges of breaking budget rules and has 
adopted increasingly right-wing positions, such as advocating freeing up gun ownership 
laws.” 
Another scandal that took place shortly after the 7th edition of PopPorn involved 
the Municipal Secretary of Culture of São Paulo, André Sturm. July 26th, 2017 marked 
the opening night of the Latin American Film Festival and was supposed to start with a 
speech by Sturm. Instead, he was intensely booed for fifteen minutes and could not 
deliver his speech. The crowd was screaming “golpista” which means the leader of a 
coup, “unfreeze the culture,” and “Hey, Sturm, hit my face” in reference to a previous 
episode in which the secretary threatened to hit the face of a cultural activist.117 The 
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opening film of the festival was the screening of “Body Electric,” a film on Elias, a 
young gay man who is new to São Paulo, and who works in a cloth factory. As months go 
by, Elias works longer hours and struggles to make time for new relationships. The fact 
that the film was about workers and LGBTQ rights could be interpreted as a critique of 
the Temer government that passed a labor reform intensely contested by the Left.118  
 It is in this conservative atmosphere that the 2017 PopPorn occurred, thus 
reinforcing its political stance as a sex positive movement. The list of films is organized 
based on the 20 sessions that took place during the two-day festival. The information and 
synopses of the film are transcribed and sometimes translated word by word as they 
appear in the films’ and the festival’s website and public databases.119  
1.11 Winner and Mentions of PopPorn 
The following image has been taken from the Facebook page of PopPorn and lists 
the winner of the festival, Horse Being, as well as the honorary mentions: 
 
                                               
118 “Brazil Senate Passes Controversial Labour Reform,” BBC, access date: July 6th, 2018, 
https://bbc.in/2zgVQyR.  





Figure 24. Winner and Honorary Mentions of the Festival. Source: PopPorn Facebook. Access date: 




Figure 25. PopPorn Workshop Schedule. Source: Catarse. Access Date: June 8th, 2018. 
https://bit.ly/2JAMKRg 
 
The workshops offered different possibilities in terms of gaining knowledge on 
pornography, not only from a commercial standpoint, but also artistically speaking. The 
workshops moderators offered to cover multiple aspects around pornography and 




knowledge and technical skills on lighting in a porn set, challenges women face in the 
adult film industry, and how to make profits out of sex webcam sites.120  
1.12.1 Shibari with Toshi San and Fetishboxxx 
The workshops, along with the parties, were the only events of the festival with a 
fee. The first one took place on June 3rd, 2017, and was titled “Shibari with Toshi San and 
Fetishboxxx.” Toshi San, 44, is described as a fetichistic, rope top, as well as an 
apprentice and practitioner of Kinbaku/Shibari121. Toshi San has frequented the BDSM 
community in São Paulo since 2009, organizes Shibari workshops and has collaborated 
and participated in PopPorn Festival since 2013. It is possible to find his work in the form 
of photographic essays and films on the websites Xplastic and Fetishboxxx and on 
magazines such as Marie Claire, Status, and Revista Sexy.122 
All of the workshops’ promotion was made through the festival’s website and 
other websites (Catarse, Sympla, Safada Tv, Agencia Bowie).123 The following 
description, as well as a promotional video the organizers put together for the event, 
explain what the workshop is about:  
The Shibari Workshop is one of the most popular events of PopPorn. Each year 
dozens of participants gather to learn with Toshi San the first steps in the oriental 
art of rope tying. Divided into theory and practice, the participants of this 
workshop will have the opportunity to learn a little bit about the history behind 
this practice, and learn the first steps towards using the ropes in a safe and fun 
                                               
120 See appendix 3. 
121 PopPorn, “Introdução ao BDSM,” Sympla, access date: June 12th, 2018, https://bit.ly/2JGRIZB. 
122 Ibid. 
123 Toshi San, “Shibari com Toshi San e monitoria da shibarista Engel,” PopPorn, access date: April 16th, 
2018, https://goo.gl/yvyyBM; “A prática do Shibari,” Sympla, access date: April 18th, 2018, 
goo.gl/zC14qK; Fetish Boxxx, “Shibari: venha aprender no PopPorn,” Safada TV, https://goo.gl/ay3bkw; 





way with their partners. The workshop lasts 3 hours and is recommended for 
couples and single people who will be able to pair during the workshop in order to 
make the learning process more fun and productive. 124 
 
1.12.2 Digital Presence and Creativity for Whoever Wants to Work in the Online Sex 
Industry, with Apis3play  
 
 
Figure 26. Teaser of PopPorn Workshop by Marcello Sampaio. Source: PopPorn. Access date: June 8th, 
2018. https://bit.ly/2JC1r6z 
 
This workshop125 was led by William Hertz, co-founder and director of 
Apis3play, a digital marketing agency specialized in entertainment and music, Marcello 
Sampaio, an actor, film director, story maker, story producer with experience in reality 
TV shows and telenovelas from Brazilian free-to-air television network Rede Globo, and 
Emme White, a dancer, actress, cam girl, and rising porn performer. The workshop took 
place Saturday June 3rd, from 4:30pm to 6:30pm. According to the organizers of the 
festival, the workshop helps participants with becoming familiar with the tools to 
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promote one’s online sex work in a creative way. Furthermore, their intention is that 
through the workshop it will be possible for the participants to make a difference among 
the large offering of free online sex. The goal of the workshop is to present and discuss 
several scenarios and possibilities when using social media, to discuss the use of 
creativity when interacting with the audience, and unravel some secrets on finances for 
sex workers.126  
After giving an overview of the sex industry and a general presentation on the 
skills of the new worker in the adult industry, the Hertz panel presented real cases and 
shared their opinions in three areas: technology, art, and business. For the technological 
aspect, the presenters gave advice on the type of hardware (WebCam, light equipment) 
and software (photo and video editing, managing followers, and profile pages) to use, and 
how to better take advantage of the Internet in terms of searches, sites, and platforms, and 
how to increase the number of followers. They also discussed the meaning of media and 
entertainment and how a lack of knowledge in that area affects professionals in the adult 
market.127  
The workshop also focused on the following aspects: the importance of art 
direction in adult audiovisual content, the nuances of beauty in the sex market, when and 
how to use acting and interpreting techniques, and how to use creativity. 
The business aspect of the porn industry was also covered in depth. The panelists 
provided some guidance to the audience for learning how to read contracts and talk the 
                                               





same language as entrepreneurs working in technology. They also discussed blogs, sites, 
Snapchat, Instagram, Twitter, and Facebook and explained how to use social media for 
business. Lastly, they covered the financial aspect of the industry, how to optimize and 
monetize content that the online performers produce for the adult entertainment online 
industry, and how to maintain ones’ online influence and make it profitable.128 
The workshop was intended for people who work or want to work with online 
sex. For example, individuals who already have or want to have an erotic blog, others 
who are or want to be cam girls or porn performers.129 
1.12.3 Porn DIY with Safada.TV and Bucareste Ateliê de Cinema130 
 
Figure 27. Female Performers at Porn DIY Workshop. Source: Karine Kakazu. Access date: September 6th, 
2018. http://bit.ly/2M4GHlg 
 
The third workshop took place at 7pm and was 3 hours long. It was the first 
workshop that was organized when PopPorn started in 2011. The goal was to give the 
participants the opportunity to make their own film with porn actresses Fabiane 







Thompson, Patricia Kimberly, Emme White and Mel Fire. The participants were not 
expected to have equipment for filming. Rather, they were free to use their cell phones or 
cameras to shoot the film, or simply watch. The final product would then be taken home 
by the participants and they would have the possibility to distribute it for non-commercial 
purposes. This edition of the workshop counted with Bucareste Ateliê de Cinema (BAC), 
a Brazilian film school, whose founding partner and director of photography, Rafael 
Nobre, introduced the audience to photography direction, answered questions and 
provided assistance during the film shooting. The workshop was also led by Roy L.P., 
one of the co-founders of PopPorn, founder of Xplastic (the auto-proclaimed alternative 
porn website), creator and director of the program Pornolândia of Canal Brasil and of the 
platform safada.tv.131 
The workshop was divided in five parts: 
1. Introduction to photography direction   
2. Introduction to the practice of pornography  
3. Group activity: script writing for a porn film and art direction 
4. Pitch - projects presentation to the actresses 
5. The project selected by the actresses will be produced and shot by all the 
participants132 
 
 The workshop was specifically directed to amateur porn filmmakers, cam girls, 
but was also open to porn enthusiasts. However, it was forbidden to minors below 18 
years old and was not recommended for people sensitive to explicit sex.133 
                                               






1.12.4 Introduction to BDSM by Toshi San and Fetishboxxx 
 
Figure 28. BDSM Workshop. Source: Instagram. Access date: July 16th, 2018. http://bit.ly/2zKt3Td 
 
The workshop was led by Toshi San, the same person who ran the workshop on 
the art of Shibari. The workshop was open, not only to those who were curious about 
BDSM, but also to those already familiarized with the practice of bondage, domination, 
sadism, and masochism and willing to exchange ideas and meet people with the same 
interest.134 Similarly to the Shibari workshop, the BDSM one lasted three hours divided 
into theory and practice, and counted with a BDSM performance at the end of the 
session135. Some of the topics tackled were the history of BDSM, the main practices and 
the use of accessories and finally, the limits of each relationship.136 
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1.12.5 Porn for Women, and “Now Production?” With Bucareste Ateliê de Cinema, 
Xplastic and Hysteria Etc 
 
Figure 29. Porn Workshop for Women. Source: Instagram. Access date: July 16th, 2018. 
http://bit.ly/2zKt3Td 
 
The following description was available on several websites137 promoting this 
female led workshop: 
In the beginning of the year 2000, when we would read on a DVD cover that a 
given film had been directed by a female porn star, it was easy to see that it was 
deceiving. After all, pornography was dominated by men and there was a space 
for women only if they wanted to be naked in front of the camera. But those days 
are gone and women are increasingly taking a leading role in the porn industry. 
This workshop is on the day after, on a time in which women are already able to 
think of pornography and decide what to do or not with their films. Then, starts 
another problem: producing, directing, photographing. The audiovisual industry is 
predominantly masculine, and to be a woman behind the camera means facing 
issues as or more difficult to solve than being a woman and deciding to direct a 
pornographic film. This workshop is on how women can get a space in the 
audiovisual industry, which paths to follow and which not to, the interactions with 
men on set, the “female gaze,” all of it combining porn professionals and 
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professionals in other areas. This workshop is for women and men willing to work 
in or know better the porn industry.138 
1.12.6 Do It Yourself Porn with Sacanagens Gays and Bucareste Ateliê de Cinema 
 
Figure 30. DIY Workshop. J.J. Rodrigues. Source: Sympla. Access date: June 19th, 2018. 
https://bit.ly/2ymFB2F 
 
This last workshop took place the last day of the festival and was promoted as the 
event to attend if the participant had an interest in becoming a film director for gay porn. 
The workshop was led by J.J. Rodrigues, a gay porn film director, who is also a 
performer known under the name Demetrio Nu. J.J. Rodrigues is also the owner of the 
website sacanagens.net.  
 In the same way as for the Porn DIY workshop, the event was divided into a 
theoretical and a practical part. Lighting techniques and video capture were the focus of 
the theoretical portion. The film school Bucareste Ateliê de Cinema contributed with a 
one-hour introduction to photography directing and provided guidance to the participants 
on how to create a production of better quality.139 
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  The practice consisted of dividing the audience into two sections and having them 
write a script that would be enacted by two performers, Fefo and Dezinho. Like the 
workshop “Porn DIY” aforementioned (section 12.3), the audience was able to interact 
with and direct the two performers, and the film recorded on the participants’ devices or 
cameras belonged to them.140 
The workshops cited above reflect Edgar Morin’s paradigm of complexity 
according to which one system is not a synonym for totality, but rather reflects the very 
notion of complexity. As the variety of workshops demonstrate, there is a variety of foci 
that do not always serve the same goal. Like Edgar Morin explains in “From the Concept 
of System to the Paradigm of Complexity,” within a system there are contradictory 
forces. By analogy, these workshops have different missions that are sometimes 
contradictory although they are part of the same event:  
The whole contains conflict. I have already tried to show (Morin, 1977, pp. 11S-
122, 217-224) that every system contains forces that are antagonistic to its own 
perpetuation. These antagonisms are either virtualized / neutralized, constantly 
controlled / repressed through regulation and negative feedback, or made use of 
and incorporated.[...] Also, we must found the idea of system on a non-totalitarian 
and non-hierarchical concepts of the whole, and, more particularly, on a complex 
concept of the unitas multiplex as a means of access to poly totality.141 
 
If the totality of the workshops of PPF are the whole, each one of them is a force 
that can be antagonistic to the existence of all the workshops. For example, it can be 
argued that the workshop on how to market oneself as a cam girl contributes to the 
perpetuation of the objectification of women, when the workshop on the challenges of 
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women pornographers might be denouncing that very objectification. Even if such 
consideration places women in the position of victims rather than independent 
entrepreneur, each workshop is going to trigger thoughts among its participants that will 
contradict each other. The multiple unity that Morin mentions would therefore allow 
several concepts to exist within a same system. If PPF is that non-totalitarian overarching 
system, then each workshop, film, performance, debate, artifact is its own system existing 
in a plural totality. 
1.13 Saturday Night Party 
 
Figure 31. Logo for the Saturday Night Party. Source: PopPorn. Access date: June 19th, 2018. 
http://bit.ly/2CBtPUn 
 
The Saturday night party included several performances. DJ Ledah was in charge 
of the music selection with other DJs and played a variety of national and international 
songs. The venue was the main cinema theater where earlier that day the films of the 
festival were screened. The music performance also included entertainers who danced 




of the spirit and the creativity behind the organization of the party.142 The invitation that 
the organizers wrote online is satirical based on the Festa Junina, a Catholic tradition 
brought to Brazil by the Portuguese that celebrates saints and new harvests.143 The text is 
a combination of Festa Junina cultural references, word play, and sexual innuendos. At 
the same time, the organizers made a political statement by referencing twice Michel 
Temer, the 37th President of Brazil, with the famous phrase “Fora Temer.” The phrase, 
which means “Temer, Get Out,” “has popped up all over the country in the form of 
graffiti, posters, tweets, and in speeches, a shorthand for what many consider to be an 
illegitimate government.”144 The invitation to the party ends with “Chora Temer,” 
“Temer, Cry,” not only a provocation to the President, but also a strong criticism of 
Brazilian conservatism. The party is celebrating sexual desire and freedom of people 
without social pressure: “This is a call to break the taboos that still prevail in our society. 
A scream of freedom to enjoy everything our bodies and sexualities long for. An act 
against conventions. A stir against rules.”145 The list of special guests  is as follows: 
Mirands from Batekoo, Luiz Felipe from Sereianos, Marginal Men from Baile Furioso. 
The performers were Fabiane Thompson and Emme White, who were also the actresses 
who performed a sex scene during the workshop “Porn DIY With Safada.TV and 
Bucareste Ateliê de Cinema.” Emme White also participated in the workshop “Digital 
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presence and creativity for whoever wants to work in the online sex industry, with 
Apis3play” and in the debate “Prostitution, who does it?” 
The dress code for the party was described as follows:  






Hat and boots only 
Bride150 
Father of the bride  
Square dancing151 
Temer, get out152 
 
The festival promoted itself through social media and in order “to encourage a 
climate of freedom and sex”153 offered the option to the guests to come with fewer 
clothes on. For that, the guests could remove their clothes at the venue. To further 
provide the freedom to explore their sexual desire, the party counted with a dark room 
                                               
146 Maria Chiquinha is a hair bow tie that is ornamented with strings of different colors and that is tied to 
the pigtail braid. Elo7, access date: September 17th, 2018, http://bit.ly/2pdxaPA. 
147 Xadrez is a pattern of fabric (dresses, button down shirts, shirts) that is symbolic of the Festa Junina. 
Mercado Livre, access date: September 17th, 2018, http://bit.ly/2NjhyJ8. 
148 In The Brazilian People, Darcy Ribeiro writes: “The balance was reached in a variant of Brazilian rural 
culture that became crystallized as a caipira, or rustic, cultural area” (270). By extension, the attire of a 
caipira in the Festa Junina is that of a farmer. 
149 Chico Bento is the character of Turma do Chico Bento created by Brazilian cartoonist Mauricio de 
Sousa and he is stereotypically represented as a caipira man walking barefoot, wearing old blue jeans with 
a yellow shirt and a straw hat. Monica, access date: September 17th, 2018, http://bit.ly/2QECDvt. 
150 Part of the Festa Junina is a well-humored reenactment of a caipira wedding celebration with square 
dancing. Important characters are the bride and her father. “Livro festa Junina,” Scribd, access date: 
September 17th, 2018, http://bit.ly/2phEqdl. 
151 Square dancing is part of the activities done during the Festa Junina.  
152 My translation: PopPorn, “Poppornparty Arraiá Hoje no Rio Verde!,” Facebook, access date: September 
17th, 2018, http://bit.ly/2CBtPUn.  





where some guests could meet others away from prying eyes. During the day that room 
served as the theater number 2 where the visitors of the festival could watch the selection 
of films.154 The fact that the party was taking place in the same venue as the festival can 
be understood as a form of loading the space with sexual energy. During the day, the 
energy flowed between the screens and the viewers; at night the energy was generated by 
the guests, many who transformed into performers. 
1.14 Debates and Performances 
The debates covered artistic and political matters. There were four debates in total 
and two performances.155 The first debate was on BDSM and fetishism in Brazil and was 
facilitated by journalist Amauri Stramboroski JR.156 On Agencia Bowie website, one 
could read the following description:157  
The idea for this round of debates is to discuss BDSM and fetishes starting from 
different perspectives and trying, above all, to understand the singularities of 
these practices in Brazil. In a growing policing and curtailment of individual 
freedom and of many sexual rights, it is urgent to discuss sexualities considered 
dissident or that test the “limits of sexuality.” Thus, we invite participants that fall 
in different categories in relation to the theme, whether they are scholars or 
participants to discuss different aspects of the BDSM practice and other 
fetishes.158 
 
The participants were Jorge Cabelo Leite, a Social Sciences professor from the 
UFSCar (Federal University of São Carlos) researching topics such as the body, gender 
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and sexuality, Maria Filomena Gregori, UNICAMP professor of Anthropology, writer of 
Prazeres Perigosos (Dangerous Pleasures), Adriano Queiroz, a Black, cisgender, 
homoflexible and BDSM practitioner from the city of São Paulo who at the time of the 
festival in 2017 was studying for his M.A. in Humanities and Social Science at the 
Federal University of ABC (UFABC), and Sueli Feliziani dos Santos, a Domme, 
feminist, gender, sexuality and race scholar. The debate was moderated by journalist 
Amauri Stamboroski Jr. 
 
Figure 32. BDSM and Fetishism Debate. Source: Instagram. Access date: July 16th, 2018. 
http://bit.ly/2zKt3Td 
 
The second debate is titled “Prostitution, who does it?” and was facilitated by 
lawyer and journalist Marie Declercq and was summarized as follows: 
If there is a polemical topic within the erotic industry it’s prostitution. Prostitution 
has always been at the core of disputes, in society as a whole, passing by 
governments and even within the feminist movement. Therefore, we wish to 
facilitate a debate that destabilizes common views on prostitution and sex workers. 
For this purpose, we have put together a discussion table moderated by sex workers 
who will share their views and experiences, thus offering an inside look at 




Amara Moira—Pansexual transvestite159 slut, feminist and writer. LGBT and sex 
worker rights activist, Amara owns a PhD in Literary Theory from UNICAMP. 
Dezinho—adult film performer and male prostitute. Emme White—adult film 
performer, cam girl, and nude model. Rainha Rayssa Garcia—former adult film 
performer. Currently a mother, wife, and financial dominatrix.160 161 
 
Figure 33. Prostitution, Who Does It? A Debate. Source: Instagram. Access date: July 16th, 2018. 
http://bit.ly/2zKt3Td 
 
These two debates took place on Saturday, June 3rd and as an entr’acte counted 
with a performance by Mayanna Rodrigues. Mayanna, also known as Black Rainbow, 
was one of the performers at the Cabaret party. She also is a model with whom Toshi San 
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demonstrated some shibari techniques.162 The intermission performance was an 
interactive strip-tease during which Mayanna would progressively take her clothes off 
after an audience member would remove hers/his.163 
The third debate was “Erotic Art, Pornography and their Configurations.” The 
talk was led by philosopher, professor, and writer Peter Pál Pelbart.  
The goal of this debate is to question the frontiers between art and pornography, 
and question the strict separation between the two. We seek to think of how 
something “becomes pornographic,” taking into consideration aspects such as the 
author’s intention, as well as the viewer’s. This leads us to reflect on the creative 
process of a work of art in addition to allowing a discussion around the possibility 
of numerous meanings stemming from a same work of art. A same work of art gains 
multiple meanings depending on the observers and their different social positions. 
Lastly, we would like to deconstruct views that still strictly separate pornography 
from eroticism, associating the former with low culture and productions of low 
value, while connecting the latter to erudite culture and art. Participants: Janara 
Lopes—Founder of the online magazine IdeaFixa, launched in 2006, designer and 
publicist. Jarid Arres—Writer, author of “As lendas de Dandara” (Dandara’s 
Legends) and “Heroínas Negras Brasileiras” (Afro-Brazilian Heroins). Luiza 
Prado—Transdisciplinary artist, based in Berlin, Germany. She researches art and 
its relation to psychology and science, focusing on sexuality and technology. Tato 
DiLascio—Owner of the Art Gallery Tato, founded in 2010, he works with vibrant 
and multidisciplinar artists, Brazilian and non-Brazilian, new or already 
established, but who feel a special affinity with current questions on contemporary 
art—experimental, free and sharp. Rogério de Campos—Writer, translator and 
editor. He was the chief editor of Conrad Editora. In 2012, he created Editora 
Veneta.164 
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Figure 34. Erotic Art, Pornography and Their Configurations: Debate. Source: Instagram. Access date: 
July 16th, 2018. http://bit.ly/2zKt3Td 
 
The last debate was titled “Sex After 50” and was facilitated by anthropologist 
and social sciences professor Carol Parreiras.  
In this roundtable, we seek to discuss sexuality in relation to ageing. Ageing is still, 
as a common sense belief, considered an impediment to sexual activity. In this 
regard, old age is represented as a stage in life during which talking about sex, body 
and pleasure is something forbidden. It is as if the ageing body was no longer 
counting as desirable and desiring. This brings implications that also involve health 
(hormone replacement, plastic surgery, Viagra usage). We suggest then, along with 
specialists from different areas to debate on the association between sexuality and 
the stages of life, while problematizing questions such as pleasure, what it means 
to have a healthy sexuality and its connection to the body. Participants: Guita Grin 
Debert—Professor in the Department of Anthropology at Unicamp, she owns a 
degree in Social Sciences, a PhD in Political Science from the University of São 
Paulo (USP) and a post-doctorate in Anthropology from the University of 
California (Berkeley). She is the author of several books and articles on ageing, 
family, the stages of life, gender and violence. Kiki Vassimon—Cultural producer 
and music expert. Lelah Monteiro—Sexologist, psychoanalyst, physical therapist 
and life coach. Moderator: Carol Parreiras. She is doing her post-docorate in 
Anthropology (USP) and she holds a PhD in Social Sciences (UNICAMP). Her 
research focuses on topics related to sexualities. Her PhD dissertation concentrated 




the first edition, fulfilling different roles from film curation to the organization and 
moderation of debates.165 
 
Figure 35. Sex After 50 Debate. Source: Instagram. Access date: July 16th, 2018. http://bit.ly/2zKt3Td 
 
The last two debates were separated by a performance by Sweetie Bird, a 
performer who participated in the Cabaret party that launched the festival. For her 
performance, BraZil with a Z, Sweetie Bird wore a Brazilian soccer outfit and removed it 
to reveal a political message marked on her butt: “Temer, Get Out.”166 
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Figure 36. BraZil with a Z, Performance by Sweetie Bird. Source: Karine Kakazu. Access date: July 16th, 
2018. http://bit.ly/2M4GHlg 
 













Figure 39. Lambeb_ceta, Vendor at the Fair. Source: Instagram. Access date: July 16th, 2018. 
http://bit.ly/2LhgseM 
 
During the festival, the visitors could buy products that were being sold during the 
fair. Different vendors sold books, sex toys, BDSM clothing and accessories, paintings, 




possibility to get a tattoo by tattoo artist Thamu Candylust, who is also one of the 
performers at the inauguration party and one of the organizers of PopPorn. 167 
1.16 Art Exhibit 
 
Figure 40. No Title, Sydney Amaral. Source: Karine Kakazu. Access date: September 6th, 2018. 
http://bit.ly/2M4GHlg  
The festival also comprised a section dedicated to the exhibition of artifacts 
related to sexuality or pornography.168 The art gallery Tato exhibited seven objects at the 
festival. Some of the artifacts were made by artists such as Sidney Amaral, Francisco 
Hurtz, Gabriela Garcia, and Hudnilson Jr.169 
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 By providing a detailed account of the organization of PopPorn Festival, 
chapter 1 functions as an extensive archival reference from which the following chapters 
will emerge. This chapter argued that PPF inscribes itself in an alternative anti-
heteropatriarchal porn film culture. Thanks to the theories of Edgar Morin (complexity), 
Oswald de Andrade (anthropophagy), and Silviano Santiago (space in-between), PopPorn 
unveils its complexity and its positionality as an anthropornophagic, sex-positive festival, 
one that devours relevant material from various sources to increase its force. PopPorn 
presents workshops, films, debates, performances, art, and products that revolve around 
sexuality and sexual desire across countries and cultures.The intention of this dissertation 
is to discuss how sexual expression and creativity in the context of PopPorn festival bring 
a sense of aliveness and force through specific works of art. Our context for this question 
is PopPorn in Brazil and more specifically films that present a feminist porn and postporn 
aesthetics. Keeping in mind the anthropornophagic nature of the festival, as well as the 
international motto “Our Body, Our Rules,” sexual expression is thought of as an artistic 
and creative performance.  
In the following chapters, the anthropornophagic aspect is visible in the variety of 
the films selected. I shall elaborate further on how the film selection highlights feminist, 
queer, and postporn artistic and performative creativity. With the help of feminist, queer, 
and affect theories, the films will provide a fertile ground to discuss notions around 
sexual expression and pleasure, knowledge through the pornographic genre, and sexual 





Audaz se eleva: A Documentary on Pornography, Shame, and Knowledge 
2.1 From Erecting the Flag to Erecting the Southern Porn Industry. 
 
This chapter argues that in the film Audaz se eleva, the silence around 
masturbation is correlative of the censorship of Argentinian porn. The following pages 
question how moral hypocrisy works with the censorship of pornography to repress 
sexual agency, as well as the extent to which porn can be a form of knowledge. Audaz se 
eleva also offers possibilities to read the history of Argentinian pornography as an 
anthropophagous force that grew with the contact of multicultural views on sexuality. 
Although the documentary was produced in Argentina, and Argentinian experts were 
interviewed on the topic of sexuality and pornography, the film makes references to 
sexual practices in ancient cultures such as Ancient Greece, the Roman Empire, Ancient 
Egypt and Ancient Japan. This is another demonstration of the diversity within 
Argentinian culture. Going Down is in dialogue with Western cultures such as the US, 
Spain, France, and Brazil and shows that pornography is not a product emerging from a 
single place and time but rather a ubiquitous artifact that crosses geographic and 
linguistic borders. These multicultural developments do amplify the complexity of 
pornography as a cultural product and demonstrate its universal aspect. 
Audaz se eleva or Going Down: Erecting the Southern Porn Industry, is a 107-
minute documentary that explores the state of the porn industry in Argentina. Produced in 
2016 by Lisandro Leiva and Mariano Torres, the documentary explores the rumor 




this industry has never been able to flourish there.170 It does so by offering an extensive 
historical review of the concept of pornography and sexuality in general. Leiva and 
Torres interviewed historians, anthropologists, philosophers, economists, journalists, sex 
workers, activists, film directors, and writers in order to discuss several aspects of 
pornography such as myths and taboos around sexuality, gender issues, gay porn, 
feminist and alternative movements in relation to pornography, censorship and the former 
Argentinian dictatorship, and the importance of technology in relation to the porn 
industry.171 The story is told by combining a variety of cinematographic genres, as well 
as visual effects. The film directors combined archival footage, Argentinian TV 
programs, cartoons, porn film excerpts, interviews, websites screenshots, as well as skits 
made by Leiva and Torres for the purpose of illustrating a point. The variety of sources 
and the editing create a rhythm and wants the narration to be not only educational, but 
also entertaining and light.  
The documentary’s pretext to explore the topic of pornography relies on the myth 
that the first porn film ever to be filmed is from Argentina. According to the legend, that 
film is El sartorio (The Satyr), and was  projected for the first time in the harbor 
neighborhood of Buenos Aires. Journalist Hernán Panessi explains that El sartorio was 
lost for a long time and that “not a long time ago it appeared in a porn compilation of stag 
films from an American Company called Something Weird Videos.”172 Although Hernán 
adds that there is a way to verify that this is true and not just a myth, another interviewee, 
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Fernando Martín Peña, says that “nobody can say with certainty anything about it” 
because “it’s not like Argentinian product ads were shown [in] the background [of El 
sartorio for the viewer to identify that it is an Argentinian production].”173  
 
Figure 41. El Sartorio. Source: Going Down. Access date: June 4th, 2019. http://bit.ly/2wzBGvL 
 
Whether or not it's based in reality, the idea that Argentina produced the first porn 
film evolved into a cherished myth. A myth contributes to connecting people of the same 
culture around a form of truth that becomes a version of history, regardless of whether or 
not the myth did take place. In his article Meaning of the Myth in Latin American 
Literature,174 Jaime Valdivieso brings together myth and utopia as two forms of rupture 
with historical time and as a way of envisioning reality with archetypal characters, 
themes, arguments, and moods. He further explains that the myth in Latin America is a 
fundamental part of the culture: “Latin America keeps being the source of myths, despite 
the perfecting of urban life, of its big capitals: Buenos Aires, São Paulo, Ciudad de 
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México, Caracas, Santiago de Chile.”175 The myth is part of a longstanding Latin 
American tradition and it is sufficient to bring a sense of pride and cultural celebration. 
This myth inspired Leiva and Torres to create this documentary and investigate the 
meaning of pornography. A myth is a different way of understanding reality, and the 
documentary offers the possibility of questioning the creation of the first pornographic 
film from an Argentinian perspective.  
El sartorio goes back to 1908. At that time, Argentina lived its first century as a 
young republic that had declared its independence in 1816. As a newly independent 
country, Argentina’s patriotism was strong and the documentary ironically refers to it in 
its Spanish title—“Audaz  se eleva” is a verse taken from the Argentine flag anthem and 
refers to a warrior-like eagle flying high in the sky, bold and erect. At the same time, the 
title can be read as a reference to an erect penis, in which case the male organ would 
replace the eagle. The title’s sexual innuendo brings patriotism and male sexual arousal 
closer. The eagle and the erection symbolize the patriarchal context where the first 
pornographic film was made.  
Furthermore, the story of the composition of the anthem provides information on 
the creation of Argentinian culture. Aurora, the opera created by Argentinian-born 
composer Ettore Panizza in 1908 (the same year as the creation of El sartorio), and was 
commissioned by the government to celebrate the centenary of Argentina.176 The 
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melodramatic opera wanted to reflect patriotic values exalted by an impossible love story, 
that of Mariano, a young patriot, and Aurora, the daughter of the Spanish army’s chief.177 
The tragic romantic love story is told with the nationalistic fight for independence in the 
background. The verse “audaz se eleva” is part of this opera and was such a success that 
Aurora became the anthem to the flag that would later be sung every morning in 
Argentinian schools. The verse is therefore deeply rooted in Argentinian culture and 
naming the documentary after it could be construed to be a mockery of Argentine 
nationalism.  
The concept of cultural cannibalism is not only present in the story with the 
Spanish colonizer’s defeat in front of the Argentinian separatists, but also in the Italian 
roots of the opera Aurora. The author, Ettore Panizza, himself of Italian descent, put 
Italian composer Luigi Illica in charge of writing the script.178 The opera Aurora was 
originally performed in Italian and was later translated to Spanish in an effort from the 
government to nationalize it and concede its creole flavor.179 The result of this 
appropriation of otherness through language and art gave a curious result. The words of 
the anthem Aurora were translated literally by Josué Quesada and Angel Pettita, resulting 
in a chaotic confusion and causing the words to be incomprehensible.180  
 









2.2 Attitudes and Emotions Towards Pornography 
2.2.1 Pornographic Object and Moral Hypocrisy 
In Going Down, the interview with porn actress Ana Touche demonstrates that 
defining pornography is almost an impossible task because of its subjectivity. Ana 
Touche attributes to pornography a wide definition: “actually, we all do porn. Among 
four walls, curtains shut and […] lights off, or with cameras and light.”181 This means 
that pornography is not exclusively referring to a sexual representation through a video, a 
picture, a book, or to an industry, but to the sexual act itself. According to Ana Touche, a 
sexual interaction, even if not recorded is a form of pornography. For her, seeing and 
desiring a man in the street is porn. This expands the meaning of pornography by 
equating it to desire, erotic imagination, and the sexual act. Although her definition of the 
word can be refuted by showing that pornography has indeed more to do with the 
representation of the sexual act through words or images for an audience rather than the 
sexual act itself, discussing her opinion nonetheless serves to focus on the volatility of the 
word. It is nearly impossible to define pornography universally as the word’s meaning is 
expansive. What this word means for one person will always carry a variation for 
another, and similarly, the meaning of pornography varies from one culture to another. In 
her book The Pornographic Discourse,182 Marie-Anne Paveau expresses how difficult it 
is to define pornography: “The definition of pornography is the object of so many debates 
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and discourses that it would be pointless to try to synthesize them. Many of those present 
definitions as being objective when they are actually filled with personal convictions or 
moral or political stances, which is inevitable with such a loaded topic.”183 
Discussing the elasticity of the meaning of pornography leads to discussing what 
Marie-Anne Paveau calls the external discourse,184 i.e., the meaning of words used to talk 
about categories. For instance, in the study “An Interdisciplinary Definition of 
Pornography: Results from a Global Delphi Panel,” the authors surveyed pornography 
researchers from various disciplines in order to find a consensus on the meaning of 
pornography. Out of the 38 researchers surveyed, “no two researchers gave exactly the 
same definition,” thus illustrating how complex this task is.185 However, the study 
concluded as follows:  
We know very well that there is no single, homogenous group of texts that 
constitutes the genre “pornography;” we know from historical and cross-cultural 
research that “pornography” changes from country to country and era to era 
depending on the institutions managed by powerful groups for their own 
ends…but all the same it makes (a certain kind of) sense to describe pornography, 
at this time, in Western countries, as “sexually explicit texts intended to 
arouse.”186  
 
Not only is the task of defining pornography challenging, but also is the intent to 
define different types of pornography. In Chapter 2 of Carnal Resonance, Susanna 
Paasonen insists on the importance of challenging the dichotomy alternative vs. 
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mainstream porn since the so-called mainstream pornography contains an innumerable 
amount of subcategories and fetishes: “mainstream online pornography opens up an 
endless register of niches, fringes, styles, and preferences in terms of sexual acts, fetishes, 
body shapes, ethnicities, ages and props.”187 If mainstream porn already contains 
alternative porn, then is the definition obsolete? What does this suggest and how does it 
affect the definition of pornography?  
Porn.com is representative of the mainstream as commercial, bulky, and catering 
primarily to a male heterosexual market, but also points to an acute need for more 
nuanced definitions of the notion. What is at stake is not only the elastic and 
ephemeral nature of the alternative and the mainstream but the very notion of 
pornography—what it encompasses, how it can be defined, and how it is 
experienced.188 
  
In the article “Introduction: Audiences and Consumers of Porn,” Sharif 
Mowlabocus and Rachel Wood have discussed the complexity of porn consumption and 
how pornography can refer to one notion and its very opposite: “Many of the more 
nuanced and sophisticated responses to the porn debate have recognized that pornography 
is a bundle of contradictions.”189 Similarly, in Porn After Porn: Contemporary 
Alternative Pornographies, Feona Attwood suggests that the distinctions between 
alternative and mainstream porn, and porn and postporn are to be understood as artificial 
and not as completely different cultural productions.190 Each genre of porn, especially the 
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ones considering themselves non-mainstream, is attempting to define itself in opposition 
to the other with the intent to demonstrate the nuances and proper characteristics: “these 
new pornographies seem in fact to share at least one common trait, for they all ‘attempt to 
define themselves through a variety of oppositions to mainstream culture—and especially 
mainstream porn.’”191 
Although defining porn remains a somewhat impossible task,192 characteristics for 
alternative or mainstream porn can still be identified in order to distinguish them. 
Alternative porn is viewed as being more mindful and respectful of women, people with 
disabilities, people of color, and queer sexualities when it comes to their professional 
treatment and cinematic representation.193 It is not uncommon to conceptualize 
alternative porn as a combination of “ethics and aesthetics,”194 principles that the 
mainstream would not abide by. However, as Susanna Paasonen noted, different 
pornographies are better understood through a “metaphor of a meshwork where nodes are 
interconnected by mutual interests and collaborations [..] but equally structured and 
individuated through distinctions, juxtapositions and negations.”195 Alternative porn has 
frequently been associated with another defining trait which is that it consists of a labor 
of love, to express the supposedly noble idea that a performer carries out their activity out 
of passion rather than being motivated by money, which would presumably be less 
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noble.196Thinking of the meshwork of pornographies197 entails a variety of emotions 
fluctuating between the pornographic object and the subjects interacting with it.  
To discuss the relationship between pornographic object and the subjects, Sara 
Ahmed’s The Cultural Politics of Emotion explores “how emotions work to shape the 
‘surface’ of individual and collective bodies in a political context.”198 More specifically, 
she focuses on “how emotions circulate between bodies, examining how they ‘stick’ as 
well as move.”199 Ahmed considers the relation between “emotion, bodily sensation and 
cognition.” Then she briefly presents the main theories of emotion developed by 
Descartes, Hume, Aristotle, and William James, whom she quotes: “the bodily changes 
follow directly the perception of the exciting fact... and that our feeling of the same 
changes as they occur IS the emotion.” This definition of emotion as being the feeling of 
a bodily change does not take into account the cognitive aspect of emotion. By the same 
token, theories in favor of cognition tend to put aside bodily sensation.200  
Sara Ahmed in her work, rethinks the relation between “emotion, bodily sensation 
and cognition” starting with Descartes’s “The Passions of the Soul.” One relevant part of 
this work is the idea that human beings “do not love and hate because objects are good or 
bad, but rather because they seem ‘beneficial’ or ‘harmful.’”201 An object has the power 
to affect a human being depending on the subject’s knowledge of the object and also on 
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the experience of the actual contact of the subject with the object. Ahmed further adds: 
“Contact involves the subject, as well as histories that come before the subject. If 
emotions are shaped by the contact with objects, rather than being caused by objects, then 
emotions are not simply ‘in’ the subject or the object. This does not mean that emotions 
are not read as being ‘resident’ in subjects or objects.”202 In Going Down, there were 
several scenes showing a variety of reactions, people’s emotions, and bodily changes.  
The following exemplifies the connection between the subject (person, society) 
and the object (pornographic image). The first four minutes of the documentary consist of 
snippets of the interviews that were conducted by the film directors and constitute a 
foretaste of the main topics that will be discussed in the film. The first scene of the 
documentary sets the tone by showing an archival footage of a sermon pronounced by a 
young preacher who vilifies pornography:  
Let there be no more sin, no more filth, no more pornography filling your life. 
Porn destroys homes. It wrecks families apart. It destroys young people. This is a 
serious and delicate matter. I’ve done some research on porn consequences. And 
I’ve found that it is something absolutely addictive. It can jeopardize someone’s 
ability to make decisions. It fills people with lust and lasciviousness.203  
In this speech, the word “pornography” is synonymous with “filth” and “sin” to 
refer to something dirty, obscene and/or offensive that the viewer should be ashamed of. 
Not only should human beings erase porn consumption from their own perverse and 
addictive habits, but they should also prevent it from existing in the world. Verbs like 
“destroys,” “jeopardize,” and “fills” are meant to alarm and scare the audience listening 
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to the sermon. Moreover, the preacher wants to appear trustworthy because he has “done 
some research on porn consequences,” which according to him means that he has the 
legitimacy and knowledge to condemn this film genre.  
The dramatic and condemnatory tone of the preacher is immediately ridiculed by 
several smash cuts that discredit his condemnation of pornography. As soon as the 
sermon is over, the viewer sees a very brief series of images showing English words in a 
red background screen, a cut from the back of a woman’s legs wearing a garter belt, 
facing a man on a couch and looking at her, a black and white closeup of an old footage 
of a woman caressing a man’s crotch, a shot of naked bodies having sex in a black and 
white cartoon, and then a sequence in color of a woman caressing her breasts.  
  
Figure 42. Smash Cut of Woman Wearing a Garter Belt. Source: Going Down. Access date: June 4th, 2019. 
http://bit.ly/2wzBGvL 
 
In addition to the visual smash cuts, the sound effect plays a powerful part in the 
editing. After having heard how “filthy” and “addictive” pornography is from the 
preacher, the viewer hears a female moaning of pleasure. As can be seen in the figures 
above, cutting the preacher’s speech with a series of unexpected sexually explicit scenes 




the introduction sequence works as a provocative warning that demagogic and 
condemnatory speeches will not be naively believed and therefore risk losing credibility, 
as well as potentially being mocked. The preacher’s tone transmits the level of emotion 
he feels towards the pornographic object. Hatred sticks to him to the point that the need 
to go on a crusade against pornography became his conviction. 
Still in the introductory part of the documentary, it is now repulsion that is 
expressed when some pedestrians polled about their porn consumption in the streets of 
Buenos Aires express discomfort and even disgust, which can be verified by their facial 
expressions, tone, and nervous laughter. Out of four men interviewed, three admitted that 
they did watch porn or that they like it, and one said no. Out of five women, two 
answered that they did not like porn, were not interested in it, or found it disgusting, one 
answered that she already watched porn, and two said that they do not watch porn.204 
This simple poll demonstrates that more men than women admit having watched porn. 
Moreover, more interviewees add that men consume more porn than women. Even 
though consuming pornography can cause positive sensations such as sexual arousal, and 
potentially pleasure too, the emotions that prevail when talking about it in public are 
confusion, anger, fear, shame. If it is common that Argentines find porn disgusting 
without having watched it before, then we must question how such public sentiment was 
formed. The word “pornography” carries a negative connotation and being associated 
with it can be a doorway to emotional injury or further censorship.  
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With pornography as the object, this harmful/beneficial dichotomy can be 
experienced at the same time by one single subject, in a sort of love/hate relationship. 
The discrepancy between the pleasurable bodily sensation and the emotions that come 
with the vilification of pornography can be summarized in this quote from a porn director 
interviewed at the beginning of Going Down: “people say ‘I don’t think that porn is any 
good.’ But have you ever consumed porn? ‘Well, of course, I consume it’ Well, someone 
has to do it!”205 If consuming pornography is moralized as being bad, why is it still 
consumed? Why is the object of pornography connected to a subject with a history of 
negative feelings but at the same time to pleasurable sensations? And why wouldn’t some 
of the individuals polled at the beginning of the documentary admit that they have 
consumed pornography? 
Part of Susanna Paasonen’s work focuses on the perception of pornography 
according to social classes. She finds that porn is not considered erotic art by many. 
Instead, it is thought to be “about mere showing and sexual arousal.” Furthermore, 
Paasonen argues that the low status of pornography is reinforced with the physical and 
emotional reaction it causes: “disgust is what is offensive to taste—whether in terms of 
palatability, aesthetics, or moral values (Millert 1997, 1). Contrary to the aesthetic thrills 
of the kind derived from art or erotica, porn dwells in the visceral and evokes gut 
reactions.”206 Indeed, it seems that “writing the story of prostitutes” and even more, 
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consuming it is filthy, disgusting, and dirty. The word “porn” is generally “associated 
with the opposite elements of the hegemonic moral.”207 “If you say ‘porn’ in the metro 
people will probably turn around. If you say ‘porn’ on TV things will certainly turn 
awkward.”208 Moreover, this discomfort to talk publicly reflects how complex 
pornography is. Porn as a topic, is a meeting point for social taboos, individual 
ideologies, and personal sexual experiences. The social taboo is reflected in the work of 
Linda Williams when she explains how tedious her research was because of the absence 
of material:  
How to say anything about texts whose history has not even begun to be written; 
how to talk about a tradition much of which has been lost, burned, or allowed to 
disintegrate from neglect, whose authors and dates are unknown, and whose 
visual content is perceived by many publishers as too controversial to be 
reproduced for analysis.209 
 
Talking about pornography also involves touching on ethics, desires, fantasies, 
sexual preferences, and traumas. One simply cannot discuss pornography without 
carrying a certain degree of personal ideology. Sexuality is tied to the identity and is one 
form of expression of the self. Talking about porn, regardless of whether it is consumed 
or not, means talking about a part of oneself. It means letting an interlocutor know about 
one’s views on an intimate topic, it means exposing the self, and making oneself feel 
vulnerable.  
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Later in Going Down, social anthropologist Gabriel Hernández mentions the 
social reluctance to speak about porn despite the fact that it is consumed: “we come from 
a time where that game took place, in which you could see but shouldn’t, talk about it or 
not, you consumed it but couldn’t tell anyone.”210 If porn is a filthy, dirty, obscene or evil 
cultural artifact, why is it that it still attracts millions of consumers worldwide? Are all 
these viewers “guilty” of watching porn? Why should pornography be an object that one 
feels they should be ashamed of consuming? Why should one feel guilt when allowing 
sexual fantasies to take over the mind and body or if a porn film triggers a desire to touch 
oneself? 
This discrepancy between what is publicly punished, but still privately done, 
could be called moral hypocrisy. In the article “Moral Hypocrisy: Appearing Moral to 
Oneself without Being So,” the authors study individuals’ behaviors to answer the 
question “how people can appear moral to themselves when they fail to act morally?”211 
One explanation is moral hypocrisy:   
In contrast to the optimistic assumption that moral individuals are motivated to act 
in accord with moral principles as an ultimate goal, displaying moral 
integrity, Batson et al. found evidence of a motive to appear moral in one’s own 
and others’ eyes while, if possible, avoiding the cost of actually being moral. 
Setting aside the harsh connotations of the term, they called this 
motivation moral hypocrisy. (Webster's Desk Dictionary of the English 
Language, 1990, defines moral as “1. of or concerned with principles of right or 
wrong conduct. 2. being in accordance with such principles” [p. 589]; it 
defines hypocrisy as “a pretense of having desirable or publicly approved 
attitudes, beliefs, principles, etc., that one does not actually possess” [p. 444].).212 
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According to the article, the motivation to act with moral hypocrisy lies in the 
ability to benefit from a selfish act and at the same time to “garner the social and self-
rewards of being seen and seeing oneself as upstanding and moral.”213 Connecting moral 
hypocrisy with the double standard towards porn consumption, it appears contradictory to 
claim that pornography is harmful for society when one actually interacts with it and 
benefits from it. There is a contradiction and an inconsistency between what is said and 
what is done. This contradiction could also be connected to a defense mechanism that 
people use to protect their sexual desires and fantasies from being ridiculed publicly, in a 
society where those elements belong to the private sphere. As a society, it is useful to 
understand that pornography is an economic engine, a safety valve, and an activity that 
some people enjoy. By the same token, it is as valuable to reflect on the ways the 
pornographic industry can take advantage of performers to produce a commodity, create 
arbitrary standards for sexual interactions and determine what should or should not be 
considered desirable. Like social anthropologist Gabriel Hernández explains, “porn in 
society is useful. Myths and taboos help regulate behaviors. There are two mains myths 
here. One regarding perversion in porn, and then, thinking of porn in artistic terms, it also 
helps perpetuate certain myths on sexuality.” Discussing the relation between 
pornography and hypocrisy is about standing at the border between one perception and its 
opposite, between one emotion and its opposite, between one behavior and its opposite.  
                                               




2.2.2 Censoring Scopophilia: A Blessing in Disguise? 
Going Down demonstrates that there is a heavy component of shame and 
censorship around pornography, whether it is from the Church (preacher at the beginning 
of the documentary), from the State (represented by Argentinian censor Miguel Paulino 
Tato or in the US with the Hays code), or from civilians themselves (testimonies from 
random people in the streets of Buenos Aires).  
Censorship is the legal tool that regulates what information a society has access 
to. By censoring books, events or films, legal authorities keep society away the topics it 
considers politically incorrect or obscene. However, a publicly censored artifact does not 
take away the curiosity of society around the censored object, but rather encourages it. In 
Carnal Resonance, Susanna Paasonen writes about the dynamic between censorship and 
pornography: “disapproval and censorship make pornography thrive, and porn knowingly 
feeds this disapproval through its commitment to what is deemed shameful, repulsive, or 
disgusting.”214 In that sense, censorship is the very thing that allows pornography to grow 
and its consumer feels the thrill because it is forbidden.  
Taboo functions somewhat similarly in the sense that it also generates attention 
around sensitive topics. Certain topics or practices are taboo when they are considered 
outrageous and go beyond the limits of a social norm or political correctness. In 
American Taboo: The Forbidden Words, Unspoken Rules, and Secret Morality of 
Popular Culture, Lauren Rosewarne discusses a variety of topics considered taboo: 
                                               





among them, cunnilingus, male nudity, flatulence, and abortion. She quickly raises a 
paradox relevant for this chapter on the taboo around pornography. Lauren Rosewarne 
explains that in spite of a topic being taboo, it is actually addressed in popular culture: 
“why do these subjects so heatedly divide in real life and yet are so fervently consumed 
through entertainment media?”215 Similarly, the sexual act and its representation are the 
source of uncomfortable discussions, if any, among families or in public. But the 
consumption of pornography is ever-growing.216 As Rosewarne suggests, popular culture 
could be the place where taboo topics are handled, thus displaying how uncomfortable 
society feels about the topic: “while real-life portrayals often reflect cultural anxieties, 
they also function in a variety of other ways. Popular culture provides an opportunity for 
taboos to be tested and challenged, and for boundaries to be crossed and fears 
assuaged.”217 Therefore, it becomes clear that censorship and the taboo around the 
depiction of bodies having sex, although problematic, have actually played in favor of the 
porn industry.  
One consequence of consuming pornography in a society that views it as a taboo 
is the suffering of those who work in that field. Going Down provided space for the 
performers and directors to address the fact that they are human beings who are not 
perverts, lead regular lives, and have a right to dignity and respect. By discussing their 
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experience of working in the porn industry, the performers and directors intend to be 
acknowledged and humanized. In Argentina, breaking the taboo around this industry 
seems to be more difficult considering there is no such thing as an Argentinian porn 
industry.218 The possibility of unionizing is scarce, and although there is consumption of 
pornography, there is no support. One of the most important aspects that Argentinian 
director Víctor Maytland underlines is the emotional pain resulting from the social 
isolation porn industry professionals face: “we are people too and it hurts not to be 
treated that way.”219  
Although nowadays pornography is legal in Argentina, during times of 
dictatorship it was always censored. The country has suffered several dictatorships in the 
20th century. In the 1970s, “any depiction of sex or naked bodies was brutally censored” 
while porn movies in the US and other countries were growing in popularity.220 This 
explains why certain movies that were gaining fame like Deep Throat did not reach an 
Argentinian audience.221 Journalist Hernán Panessi and film critic Fernando Martín Peña 
agree that despite censorship and risking imprisonment, porn circulated clandestinely in 
Argentina. In alternative circles, stag films continued to exist and were screened for men 
for non-commercial use. Jorge Daniel Gómez, professor at the University of Buenos 
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Aires, further explains that the audience of stag films certainly belonged to a higher 
financial class. Whoever could make these movies needed to have their own material and 
laboratory to make the film in order to avoid censorship.222 Pleasure was also increased 
because it was forbidden to watch stag films.  
Going Down also approaches censorship in the US by discussing the Hays code, a 
text that determines what images are not appropriate to show in a film. The Hays code 
was created by William Hays, the president of the Motion Pictures Producers and 
Distributors Association in 1930 and was a guide to self-censorship among the main eight 
studios that used the code. Self-censorship was a way of avoiding that the federal 
government imposed its own system of censorship. The Hays code was enforced from 
1934 to 1966. Since 1968, the association is called Motion Picture Association of 
America and uses a different code called “film rating system,” with denominations such 
as G (general audience), PG (parental guidance suggested), PG-13 (parents strongly 
cautioned), R (restricted) and NC-17 (adults only).223 
Between minute 00:26:21 and 00:26:55, the documentary shows a moralizing 
commercial that was aired in 1965 in which the speaker says as follows: 
Hello there, I’m George Putnam. I’d like to begin with a fact. A simple yet 
shocking fact. It is this: a flood tide of filth is engulfing our country in the form of 
newsstand obscenity and is threatening to pervert an entire generation of our 
American children.[...] We know that once a person is perverted it is practically 
impossible for that person to adjust to normal attitudes in regards to sex.224 
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Putnam, a television news reporter, reflects a normative, patriarchal, and 
conservative ideology according to which there is no possibility of displaying nudity or 
sexual desire. The idea that looking at erotic magazine covers will make a person a 
pervert is partially founded on what social anthropologist Gabriel Hernández designated 
as “myth and taboo.” Putnam does not provide any scientific or logical explanation that 
demonstrates the correlation between looking at an erotic magazine cover and being a 
pervert. His authoritative tone adds to the impossibility of a public debate around 
sexuality and desire. Instead, he posits “a fact” and relies on moving on, and getting the 
attention of his audience with semantics (words such as “shocking,” “filth” and 
“threatening”) to make his point. Furthermore, the use of the term “normal” reinforces 
the idea that in order to function properly, one needs to be normal and be part of the 
norm. Two other very important words he uses are “American children.” Combining the 
patriotic duty to the parental one is an efficient recipe to not only call the viewer’s 
attention (whether male or female), but also to move them too. A parent would want to 
protect their children from perversion and social exclusion. The only education this 
commercial offers is a blind obedience to a patriarchal authority and the creation of a 
threat. 
In her article “Affective Economies,” Sara Ahmed explores how emotions move 
from one subject to another, from bodies to signs, and how they shape the “surfacing” of 
individual and collective bodies. She focuses on fear and hate to demonstrate how certain 




website, asylum seekers speeches from William Hague, a previous leader of the British 
Conservative Party.  
Putnam presents erotic magazines as the enemy of “our country” and as the threat 
to “our American children.” The repetition of the possessive plural pronoun reinforces 
the common battle that the people of America are facing against the same enemy. Sara 
Ahmed demonstrated how the hateful speech on Aryan Nation website is working to 
imagine a common enemy to all white people: “it is the love of white, or those 
recognizable as white, that supposedly explains this shared ‘communal’ visceral response 
of hate. Together we hate, and this hate is what makes us together.”225 In a similar way, 
Putnam is warning the American, dare I say white, people, from the shameless nudity on 
magazines and from the irreversible consequences of it. We must hate public nudity and 
protect our people from it otherwise we will not be normal. This imperative is 
constructed in Putnam’s speech by the inevitable fate of the victim who will never be 
able to “adjust to normal attitudes in regards to sex.” Sara Ahmed further connects the 
Aryan hateful narrative to the notion of “hurt”: “the emotion of hate works to animate the 
ordinary subject, to bring that fantasy to life, precisely by constituting the ordinary as in 
crisis, and the ordinary person as the real victim. The ordinary becomes that which is 
already under threat by imagined others whose proximity becomes a crime against person 
as well as place.”226 When normal is threatened by the abnormal, the victim becomes the 
ordinary person who is left no other choice but to protect their community, by being 
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hateful towards the prescribed enemy. The emotion of hate is thus used as a tool to 
preserve the sexual patriarchal norm, to suppress sexual curiosity and in turn, exposure to 
erotic imagery.  
Sara Ahmed discusses fear as an emotion “linked to the ‘passing by’ of the 
object.”227 The fact that the fear of something is connected to a movement suggests that 
fear is not contained in one figure but rather that its presence in movement threatens the 
subject feeling fear: “fear works to create a sense of being overwhelmed: rather than 
being contained in an object, fear is intensified by the impossibility of containment.”228 A 
similar emotion is expounded by Miguel Paulino Tato, “the icon of censorship,” an 
Argentinian fatherly figure also featured in Going Down. According to the documentary, 
Tato censored 125 movies. Looking back on his career, Tato declares: “I am very 
satisfied by this hygienic achievement. And I hope I’m here a couple months more to 
censor at least 200 movies which is my ideal of prohibitions for an entire year.”229 
Prohibiting a film is a temporary containment of the fear that the object causes in the 
censor. The belief among proponents of censorship is if there is no hygienic cleansing of 
certain films, their ideas will spread among society, overwhelm it, and corrupt it. 
Censorship is considered a positive achievement by Tato, a necessity to guarantee the 
functioning of a healthy society, a goal for educating adults and making sure that they 
maintain a good “mental hygiene regarding their consumption of films.”230 By 
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infantilizing adults and claiming that “some adults are even more immature than kids,”231 
Tato showcases his patronizing role as essential for their own well-being. Tato makes 
himself the real adult, the head of the household who has not only a domestic 
responsibility, but also an ethical responsibility. On top of being able to carry out a 
patriarchal control of the population through a control of culture, religious support for 
Tato further legitimizes censorship: “for the record, in these matters, the Holy Pope 
happens to agree with me.”232 
The call from George Putnam to protect children in the US is therefore reiterated 
in the Argentinian case but this time through the infantilization of adults. The argument 
of child protection from porn is a strategy that is still used today. Susanna Paasonen, in 
her analysis of the 1995 Time magazine cover article, brilliantly presents how the “figure 
of the child” is used to generate moral panic around pornography. The cover image 
presents “a young white male child, his face bluish white and lighted from below by a 
computer screen. Facing and looking at the viewer, the child’s face expresses horror and 
shock.”233 Furthermore, “this image of an endangered child is the epitome of a young 
person at risk, a figure that has been used for envisioning the dangers of pornography 
since the nineteenth century.”234 It is therefore not surprising to see the same rhetoric on 
the protection of children when it comes to discussing pornography and the Internet. 
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In terms of erotic film censorship, Armando Bo and Emilio Vieira were the most 
censored directors by Tato.235 Heavy-handed censoring of films make the censors 
practically co-editors.236 Aggressive censoring leaves viewers with incomplete narratives. 
Censorship is an essentially paternalistic action. The act of censoring film has been 
perceived as a paternalistic act for several decades, as expressed in Linda Williams’ Hard 
Core, where in 1989 there was little discussion on trying to understand what pornography 
was: 
It is no wonder that so much has been written about the issue of pornography and 
so little about its actual texts. This lack of knowledge about texts that are 
nevertheless quite numerous feeds into the anti-pornography feminist stance that 
sets pornography off from the rest of cultural production, showcasing it as the 
extreme case of patriarchal power.237  
 
Censorship only serves to stimulate curiosity, a phenomenon that occurs in any 
culture. As we have seen, forbidding a sexually explicit film can increase interest and 
attention on the topic. However, what censorship does not help eliminate is the shame 
there is around discussing sex and desire. Feeling shame for consuming pornography or 
for having alternative sexual desires can reflect a lack of education on the topic. This 
shame has been reflected through the moral censorship of cinematographic pornography 
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until today.238 The following section presents the notion of shame tied to a specific 
Argentinian character: the valijero. 
2.2.3 Shame and the City: The Case of the Valijeros 
The humanities and social sciences tend to view shame as an emotion while the 
sciences are more interested in shame as an affect.239 However, as Elspeth Probyn 
explains in her book, there is a strong benefit in considering both definitions when doing 
research: “rejecting the possibility that there are biological, neurological, and, more 
generally, bodily aspects of shame is as reductive as bald statements that ignore the 
cultural context in which affects are expressed and used within societies.”240 My 
dissertation aligns with these views, and as Edgar Morin’s philosophy of complexity 
shows in Chapter 1, there is benefit in learning from a diversity of sources.  
Shame is a visceral physical and mental reaction that causes the person who 
experiences it to feel uncomfortable and vulnerable. As Probyn describes, one of the 
many manifestations of shame is blushing. “Blushing feels bad, and it’s a reaction that 
cannot be faked or brought on without experiencing or remembering the feeling of 
shame. Shame makes us feel small and somehow undone.”241 Understanding the 
physiological reaction triggered by feeling shame has value in what one can learn from it. 
Probyn warns the reader not to think of shame as subversive but rather thinking of it as 
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“productive in how it makes us think again about bodies, societies, and human 
interaction. That shame is both universal and particular, universalizing and 
particularizing, should be a resource, not a point of division.”242 
Along the same lines, learning from this painful discomfort is echoed in 
psychiatrist Donald L. Nathanson’s Shame and Pride: Affect, Sex and the Birth of the 
Self, where he argues that shame is a painful experience that can teach us about ourselves: 
The very ability of shame affect to upset all mental activity, to render incompetent 
our ability to perform intentional activity, to afflict muscle tone in the head and 
neck, to wrestle gaze away from what might have occupied us only a moment 
ago—all these powers of shame force us to consider who we were before shame 
hit and to what we have returned as shame subsidies.[…] Shame produces a 
painful self-awareness at every stage in human development simply because of 
the ability of this affect script to interfere with every pleasant way we know 
ourselves. Through shame we are forced to know and remember our failures.243 
 
 
Nathanson’s and Probyn’s position of shame as an affect that teaches us about 
ourselves draws on Silvan S. Tomkins, the psychologist and theorist behind the innate 
affect system. By considering shame as a teacher in the specific context of the valijero, 
we can learn a few notions. 
 
Figure 43. The Valijero’s Briefcase Accidentally Opens. Source: Going Down. Access date: June 4th, 2019. 
http://bit.ly/2wzBGvL 
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The valijero or “briefcase”244 is an Argentinian urban character from the 1970s. 
Going Down introduces him with a comic reenactment as the voices of the interviewees 
explain who this figure is. The viewer sees a man with a suit carrying a briefcase, 
cautiously walking in the street and headed to a movie theater. The scene mocks the 
clumsy valijero when his briefcase accidentally opens in the middle of the street thus 
revealing an erotic magazine that falls on the ground. Embarrassed, the man hastily grabs 
the magazine and hides it in his briefcase. He then resumes walking after having made 
sure that nobody saw the magazine on the ground. Feeling shame here comes from the 
fact that the valijero dropped the magazine and was afraid that somebody saw it. The 
thought of being seen by someone suffices to cause shame. As Probyn mentions in her 
book, memories of shame do cause the subject to feel it even though the action took place 
years ago: “why is it that the mere recollection of a shameful moment can cause you to 
blush? Distanced in years, an incident from childhood returns in intensity, and one relives 
that horrible feeling.”245 Similarly, even though no one saw him, it is understood that the 
valijero can have felt shame at the simple thought of being caught dropping an erotic 
magazine. If it would have been the case, the person seeing the erotic reading would 
probably have felt disgust and would have reflected that affect in the way they would 
have looked at the valijero. He would have been caught red handed, supposedly doing 
something bad, and would have felt ashamed for looking like a pervert.  
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Figure 44. The Valijero Enters the Porn Film Theater after Work. Source: Going Down. Access date: June 
4th, 2019. http://bit.ly/2wzBGvL 
 
The definition of the word “pervert” is to be understood in the popular sense. In 
Constructing Transgressive Sexuality in Screenwriting: The Feiticeiro/a As Character, L. 
J. Theo writes that “perversion” is often seen as the trait defined by a fetishist practice 
and that consequently it is difficult to disentangle the two notions: “‘fetishism’ is reified 
in a way that it has virtually become a blanket term to characterize all erotic fixations or 
obsessions seen as ‘perverse’. Concomitantly, the ‘fetishist’ is so synonymously 
entangled with the notion of the ‘pervert’ that it becomes almost impossible to view them 
separately and to disentangle them.”246 The valijero is indeed represented in the 
reenactment as a pervert, meaning, as a man seemingly “normal” and respectable, dressed 
up in a black suit, but carrying a briefcase containing the fetishized pornographic object. 
Following Derridean semiotics, Theo explains how “the pervert” is also described in its 
opposition with the norm: “since dominant discourses prioritise normative conformity, 
specific constructs of sophistication, socially acceptable versions of pragmatism and 
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ordinary notions of what counts as rationality, ‘the pervert’ is silently phrased as an 
unacceptable aberration that at the same time does not exist.”247 The valijero’s social 
class and accoutrement may help him fit in society without breaking moral codes 
visually, but his enjoyment of a pornographic magazine instills fears that he will be seen 
as a pervert, and therefore ostracized. Moreover, the interviewee in Going Down explains 
that the valijeros were “guys who were supposed to appreciate [good] cinema” and who 
“went to the most marginal movie theaters around.”248 Those men typically wandered 
downtown after work and ended in “dark theaters in order to watch some dirty 
movies.”249 The documentary presents the valijero as a pervert and therefore fits with the 
social representation of what he would be like. The pervert is defined by the material 
world rather than “through any personal characteristics.”250 
In Going Down, journalist Hernán Panessi explains that the term valijeros came 
from men’s habit of carrying and then resting their briefcase over their lap during the 
projection, which allowed them to masturbate discreetly. The valijeros were office 
workers who were risking their reputation over the thrill of going downtown to 
masturbate to a porn film in a semi-public space, which was an illegal activity in the 
Argentina of the 1970’s. 
The danger, the fear, and the shame of getting caught made the experience of 
masturbating exciting and traumatizing, an emotional cocktail that resonates with the 
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following quote by Nathanson in Shame and Pride: Affect, Sex and the Birth of the Self: 
“the period during which a boy and his penis get to know each other is characterized by 
an interplay of arousal, excitement, and shame. His early efforts at masturbation will be 
colored both by the cultural attitudes within which he has been raised and by the counter-
shaming fantasies he uses as inspiration.”251 Masturbation can be both a traumatizing and 
liberating process because it entails fear and shame, but also pride and creativity. 
Associating self-pleasure with these experiences creates a mysterious and alluring aura. 
Despite the risks, the forbidden fruit becomes what one wants to taste because it is 
forbidden. Nathanson adds that shame and excitement exist at opposite ends of the 
spectrum. This explains why in a situation where there is a potential to be ashamed, there 
is also a potential to be excited: “intense excitement predisposes us to intense shame, and 
intense shame is capable of dredging up from memory any and all of our worst memories 
of humiliations past. The more we are aroused and excited, so much more are we liable to 
experience shame at a density for which we are ill-prepared.”252 
The stereotype of the valijero leads us to question the place of masturbation and 
how it is represented in the documentary. The valijeros are portrayed as marginalized by 
society, as solitary perverts, shameless, dirty men who watch porn in adult movie theaters 
after work. As Theo argues in Constructing Transgressive Sexuality in Screenwriting: 
The Feiticeiro/a As Character, the “pervert” is defined by the objects he/she is associated 
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with, rather than personal characteristics: “this serves to render the ‘pervert’ as a symbol 
rather than a materialised person, which in turn renders him/her epistemically absent, 
being merely a body ‘fixated’ in relation to certain material things.”253 The idea of self-
pleasure as a legitimate, healthy activity, becomes impossible. The pervert is not able to 
embody a complex personality or even be an agent of his/her own sexuality, reinforcing 
ignorance around masturbation and pornography as intrinsically unhealthy activities. The 
following section discusses in what ways pornography and masturbation can be 
interpreted as a resistance to ignorance and normalizing attitudes on sexual practices.  
2.3 Eating the Patronizing Oppressor to Gain Sexual Knowledge 
2.3.1 Pornography as a Form of Knowledge  
The relationship between knowledge and pornography is complex. We have seen 
in the first part that pornography is a cultural experience almost impossible to define and 
that it materializes itself through numerous artistic supports (magazines, literature, 
paintings, sculptures, film, etc.) throughout the centuries. The contributors to Going 
Down expressed how shame and the need to express sexual desire have coexisted not 
only in Argentinian culture, but also in the US. On top of running the risk of being judged 
as obscene, a sexually explicit text can be morally censored because it transmits a form of 
knowledge that institutions or communities have never wanted to deal with before. In an 
educational context, it can also be uncomfortable for the teacher or learner to discuss 
sexual identity in a very open way.254 In her article “Porn and sex education, porn as sex 
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education” (2014), Kath Albury discusses the idea of porn as a pedagogical tool and its 
challenges. She explains that there is no universal consensus among scholars and teachers 
as to how porn can be used as a tool to discuss sexuality among young people and adults, 
and as to what exactly it is teaching. Furthermore, this is even more complicated 
considering the learning audience is not homogeneous (different gender, sex, race, 
culture, etc.). However, Albury provides cases in the UK and Australia that favor the 
inclusion of “porn literacy” in the sex education curriculum of secondary state schools.255 
One reason why it can be useful to think of porn as a form of knowledge is that it 
provides detailed information on sexual practices, expressions and possibilities when 
other pedagogical resources fail at addressing aspects of sexual life that some of the 
pornography does address:  
These researchers argue that where other sources of education are lacking, young 
people may be motivated to seek out porn partly to gain access to detailed 
illustrations of genitalia or of bodies engaged in sexual acts (Kapsalis 1996; 
Kubicek et al. 2010). In addition, they may seek what Michelle Fine (1988) has 
termed a discourse of erotics, or instructions on how to initiate sexual activity and 
perform specific kinds of sex that may not be described or represented within 
school-based sex education (Ingham 2005; Allen 2006; Carmody 2009).256  
 
This quote suggests that there is a need for a template or guidance in terms of 
concrete sexual communication and practice. I would further add that this is not only the 
case for young people, but also, as Going Down suggests, in society generally. Albury 
explains that some research suggests that “porn can also be a significant source of 
education for sex/gender diverse young people, […] that supports both sexual confidence 
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and positive community formation for same-sex-attracted people (Waugh 1996; Ruddock 
and Kain 2006; Hillier and Harrison 2007; Kubichek et al. 2010).”257  
Moving away from pedagogy, pornography raises an ambiguity. Cinematic 
pornography is an explicit fiction performed by human beings using their bodies to 
engage in sexual acts. Marie-Anne Paveau in Le discours pornographique explains how 
challenging it is for society to understand that porn is a discourse, a representation, and 
therefore, does not have a responsibility in depicting reality. She adds that the constant 
opposition between “real world, real sex,” and “porn world, porn sex” in debates wants to 
demonstrate how different the two realms are, but often mixes them up when the “real 
effect” of porn is taken too seriously.258  
In Hard Core, Williams distinguishes porn video and film from pornographic 
literature and still photography because of “the element of performance contained in the 
term sexual act.”259 Even if the film is a fiction and the performers are actors, their bodies 
are touching, kissing, squeezing, licking, sucking, biting, talking, moaning, screaming, 
moving, penetrating, being penetrated. These actions constitute a form of “truth” because 
they did take place and have been captured by the camera lens. Moreover, knowledge is 
inseparable from what the body feels. As Sara Ahmed has argued, “knowledge is bound 
up with what makes us sweat, shudder, tremble, all those feelings that are crucially felt on 
the bodily surface, the skin surface where we touch and are touched by the world.”260 
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Williams’s chapter “Prehistory: The ‘Frenzy of the Visible’” focuses on the 
creation of cinema as a “desire to see and know more of the human body.” The 
cinematographic invention is therefore as a key moment for the creation of the scientia 
sexualis, the variety of discourses of sexuality that explore and constitute the “truths” of 
sexuality: “we see, in other words, how an unprecedented conjunction of pleasure and 
power ‘implants’ a cinematic perversion of fetishism in the prototypical cinema’s first 
halting steps toward narrative.”261 What Williams refers to as “frenzy of the visible” is 
the simultaneous pleasure and knowledge produced from hard-core film. Pornographic 
discourse when produced with a mechanical eye, sees better than the human eye.262 The 
witness is a voyeur who takes pleasure in watching this visual proof that sexual 
interactions happened between the protagonists. The voyeur/witness/viewer watched one 
or several individuals perform and is able to enjoy himself through their enjoyment. 
Williams specifies that in the beginning of cinematic work, the viewer was male:  
Science and perversion interpenetrated in the construction of cinematic 
discourse—and they could do so partly because within the social formation there 
were no women among the early audience of sportsmen-scientists in a position to 
say: “That’s not the truth of my movement, that’s an artist’s model acting out his 
fantasy,” or “show me a man touching himself. I want to know more about him 
and his world.”263 
 
This point is crucial to understanding the relevance of feminist pornography in its 
attempt to address a more diverse audience. The visual proof of the hardcore film is 
supposedly a form of knowledge of sexual practices. However, Williams problematizes 
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the pornographic discourse of sexuality by emphasizing that its purpose of displaying a 
maximum visibility through close-ups of organs and specific positions is flawed by its 
impossibility to capture the ultimate female sexual pleasure: 
It obsessively seeks knowledge, through a voyeuristic record of confessional, 
involuntary paroxysm, of the “thing” itself. The irony, however, is that, while it is 
possible, in a certain limited and reductive way, to “represent” the physical 
pleasure of the male by showing erection and ejaculation, this maximum visibility 
proves elusive in the parallel confession of female sexual pleasure.264  
 
When considering the potential of pornography to educate on sexual practices in a 
culture that is not comfortable discussing sexuality or that censors visual erotic 
expressions, the act of watching a porn film becomes one way of informing oneself. 
University of Buenos Aires Professor Jorge Daniel Gómez says in Going Down “we lived 
at a time where no one spoke about sex. Therefore porn was a source of information 
[...]Porn was like that at some point, it was also the last boundary for sexual education 
available [in] the 60s and 70s.”265 In Albury’s article, a subgenre of pornography called 
“educational porn” is presented with the purpose of educating the viewer on how to 
engage sexually or how to please a partner. Nina Hartley’s Guide to Better Cunnilingus 
(1995) in North America266 is cited and a quick search in Poringa website also shows that 
commercial educational porn consumed in Argentina is from North America. After 
typing “educación sexual” in Poringa search bar, out of 60 videos, only one is in 
Spanish.267 
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 Porn fictions have the ability to influence the sexual expression of the viewers 
and their conception of sex. They have the power to challenge assumptions on certain 
notions that become norms. Sara Ahmed in “Queer feelings,” the seventh chapter of The 
Cultural Politics of Emotion, argues that “norms surface as the surfaces of bodies; norms 
are a matter of impressions, of how bodies are ‘impressed upon’ by the world, as a world 
made up of others.”268 Challenging sexual norms implies changing established thoughts, 
attitudes, habits, movements, and even one’s own body: “through repeating some 
gestures and not others, or through being orientated in some directions and not others, 
bodies become contorted; they get twisted into shapes that enable some action only 
insofar as they restrict capacity for other kind of action.”269 The variety of porn fictions 
available online could offer an opportunity to avoid being contorted and restricted. 
Although their primary purpose is not to educate or teach but rather entertain, porn 
fictions (whether it is amateur videos posted online, short, or feature length films) still 
inform their viewers on sexual possibilities. That is one reason why they are sought by 
young people and adults. However, because online porn fictions encompass a multitude 
of sexual fantasies and millions of scenarios, they also have the power to reinforce 
assumptions and heterosexual norms. They are problematic in their potential of being 
absorbed by the viewer as the sole truth or as the only way to be desirable or behave 
sexually. As Albury suggested, discussing the potential of porn to educate also involves 
being aware of “misogynistic, homophobic or racist tropes within pornography.”270 
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Ideally, porn literacy would allow an awareness of those harmful representations, a better 
understanding of sexual and media cultures, and would facilitate conversations around 
“the intersections between mediated representation and lived experiences of sex, 
sexuality, and gender,”271 as well as sexual pleasure.  
Another important trope in pornography that runs the risk of being detrimental is 
heteronormativity. Heterosexual norms can “surface” in bodies and porn scripts. 
Although Sara Ahmed discusses queer feelings and norms in a broader sociocultural 
context, heteronormativity is especially visible and relevant in the context of 
pornography:  
It is important to consider how heterosexuality functions powerfully not only as a 
series of norms and ideals, but also through emotions that shape bodies as well as 
worlds: (hetero)norms are investments, which are ‘taken on’ and ‘taken in’ by 
subjects. To practice heterosexuality by following its scripts in one’s choice of 
some love objects—and refusal of others—is also to become invested in the 
reproduction of heterosexuality.272 
Therefore, pornographic films and documentaries such as Going Down have the 
potential to teach how complex sexually explicit representation can be. These artifacts 
also have a pedagogic potential as they are obsessed with displaying proof of pleasure. 
This raises the importance of further questioning the place of ignorance, and 
(self)repression when it comes to sexual education. As we have seen, discussing the 
pornographic discourse implies talking about masturbation and the pleasure of the 
consumer.  
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2.3.2 Self-pleasure as an Antidote for Shame  
In Carnal Resonance, Susanna Paasonen writes about the correlation between 
pornography and masturbation: “although porn is also watched socially (in clubs, 
cinemas, and homosocial parties and together with partners), porn consumption is 
primarily a solitary activity aiming at sexual arousal that involves masturbation.”273 
Although there are several factors that explain why pornography evolved to be such a 
taboo genre, among them one is its connection with masturbation. In Going Down, 
sexologist Juan C. Kusnetzoff discusses the power of religion in prohibiting sexual 
practices that are not about reproduction: “the prestigious, potent word of God, spoke 
[be] fruitful and multiply. The Bible, in that aspect, refers to a world still underpopulated. 
And because of that everything that had no reproductive intentions was seen as non-
desirable. In the first place, masturbation. Then, coitus interruptus. Finally, 
homosexuality.”274 This religious view of non-reproductive sex is also analyzed by 
Susanna Paasonen: “according to Thomas Laqueur (2003), cultural taboos against ‘the sin 
of onanism’ derive from a Judeo-Christian tradition that sees spilling one’s seed as a 
crime analogous to bestiality or homosexuality.”275 If a society evolves thinking that 
masturbation is a sin, pornography is inextricably condemned for contributing to it. In the 
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same way censorship works, religious rigor will forbid the consumption of pornography 
(see speech of the preacher analyzed previously).  
Yet, human beings do not stop feeling sexual desire or stop eroticizing themselves 
or other individuals. When sexual creativity is forbidden, when non-heterosexual 
relations are punished, what dies is their visibility but not their existence, and some 
pornographic content documents that. Moreover, as we have seen previously with 
censorship and taboo, prohibition exacerbates the desire to transgress. The taboo and its 
transgression work in unison. In Erotism: Death and Sensuality, Georges Bataille 
discusses the harmonious antagonism between taboo and transgression:    
If we observe the taboo, if we submit to it, we are no longer conscious of it. But in 
the act of violating it we feel the anguish of mind without which the taboo could 
not exist: that is the experience of sin. That experience leads to the completed 
transgression, the successful transgression which, in maintaining the prohibition, 
maintains it in order to benefit by it.276 
 
Thus, pleasure and prohibition work together. The erotic excitement is intensified 
with the taboo attached to it. That’s also why screenwriter Mario Rulloni in Going Down 
says “what we see the most is what we hide the most.”277 
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Figure 45. Myths on Masturbation. Source: Going Down. Access date: June 4th, 2019. 
http://bit.ly/2wzBGvL 
 
Sexologist Juan C. Kusnetzoff explains that the etymology of “the word 
‘masturbation’ comes from something ‘not very legal,’ ‘prohibited.’”278 Indeed, the 
origin of the French word “masturbation” comes from Modern Latin “masturbationem,” 
itself derived from “manus” (hand) and “stuprare” (to defile). The idea that masturbating 
refers to corrupting one’s body with the hand shows that the stigma is inscribed in the 
word itself. The idea of touching oneself is defined as an activity that tarnishes the self 
and guilt will be automatically inscribed with it. To expand on this idea, Going Down 
highlights three myths according to which masturbation has negative effects: hairy hands, 
loss of memory, premature aging.  
In Carnal Resonance, Susanna Paasonen also mentions those myths: “the 
literature that ensued defined masturbation as a morally deplorable and symbolically 
stigmatizing form of self-defilement that was seen to cause physical ills such as hairy 






palms, atrophic spine, bad posture, yellow and shallow skin, mental dullness, and poor 
eyesight.”279 Gabriel explains that the myth of perversion on masturbation is also tied to 
another myth according to which porn in its artistic form creates and perpetuates sexual 
expectations.280 However, if porn is considered art, it is unrealistic to expect art to only 
create content to educate. In the words of  Malena Pichot, “it’s very innocent to ask the 
porn industry to be nice and polite, because naturally, porn is something else.”281 The 
myth of porn as an art perpetuating sexual expectations suggests an inability to 
distinguish representation and reality, a blurring of boundaries between sexual 
performance in a film set and sexual activity in everyday life.  
 Masturbation is an act of discovery, connection, knowledge of the body, and the 
pleasure that comes with it. According to Malena Pichot, “touching yourself is 
fundamental for getting to know yourself. We realized that later than men, because it’s 
more kind of taboo for us than it is to them.”282 What Malena highlights is the importance 
of self-pleasure in women particularly, because they have not been educated to care for 
themselves sexually. The lack of space, literally or figuratively, for getting to know 
oneself erotically leaves room for not only misunderstandings, taboo, shame, but also for 
creativity, art, and exploration. In this context, a porn fiction has a potential to stage 
fantasies and document sexual practices, which represents a form of sexual knowledge. 
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Self-pleasuring is a way of pushing against the wall of shame surrounding one’s 
sexuality on a cultural and societal level. There is a tremendous load of shame tied to 
sexual intercourse with other people and self-pleasuring can be a practice that avoids 
risking humiliation. In the chapter “Shame, Pride, and Sex,” Nathanson discusses 
psychoanalyst Robert J. Stoller’s work around sexual arousal and shame:  
All of us, […], each time we contemplate a sexual event think about those 
moments in our lives when we have been traumatized by shame.[…] Pornography 
[…] can best be understood as a group of daydreams designed to cure humiliation. 
[…] Sexual fantasy (the thoughts that accompany sexual arousal) is one of the 
ways we try to undo shame, to reverse our life experiences of shame at the hand 
of others.283  
Pornography being a mostly solitary activity, can allow the viewer to feel they can 
safely let go of preoccupations or fears they would experience during sexual activity with 
other people. The gratification that masturbation would bring could then act as a 
protection from shame and become a source of pride. A study conducted by Christin P. 
Bowman and published in the article “Women’s Masturbation: Experiences of Sexual 
Empowerment in a Primarily Sex-Positive Sample,” explores the reasons why sex-
positive women masturbate and the empowerment potential of self-pleasuring:  
A woman is able to provide herself with pleasurable sensations on her own terms 
without the need for a partner so that she is able to focus solely on her own 
pleasure or learning without thoughts of pleasing someone else. Indeed, when a 
woman puts her efforts toward her own sexual desires, she is simultaneously 
working to overcome internalized oppressive norms (Foucault, 1990; Rich, 1980; 
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Tiefer, 1998). This resistance is psychologically important regardless of whether 
it reflects concrete shifts in power relations (Foucault, 1990).284  
The act of masturbation covers a higher meaning than a simple release practice. 
Through getting to know one’s intimate parts and learning how to self-pleasure, one is 
becoming aware that she is in control of her body, and increases her knowledge of what 
works and does not work for her. In a patriarchal society, a woman touching herself 
without the assistance of a man, becomes a powerful act. The more she does it, the more 
she understands her pleasure and sexual well-being are not in the hands of another 
person. In the article, although women’s masturbation does not cover the use of 
pornography during self-pleasuring, the relevance remains in understanding the political 
meaning of masturbation, especially for women. Being intimate and comfortable with 
oneself implies looking, touching, tasting, feeling, and ultimately opening oneself up 
shame-free. It is an act of love and discovery that requires trying and learning. As 
Nathanson explains, “I cannot be considered either complete or mature until I have come 
to understand my sexual self over a range from mild to full arousal, whether alone or in 
the company of another.”285 Becoming aware of the power in self-pleasure, especially for 
non-heterosexual, non-white and/or non-male portions of the population, implies 
interacting with cultural taboos from a place of vulnerability, at the risk of being shamed. 
Throughout Going Down, it is also understood that masturbation is an act of discovery, 
connection with the self, and knowledge of one’s body. 
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Whether it is honoring the nation’s independence with an Italian opera translated 
into Spanish, Aurora, as the hymn to the Argentinian flag, or importing postporn art and 
activism in the streets of Buenos Aires to criticize hegemonic sexual norms, the 
cannibalistic structure feeds itself from external influences and gives birth to something 
new, the possibility of sexual creativity. In the context of pornography, Going Down 
shows how its evolution in Argentinian culture has been in contact with other countries’ 
film productions and ideologies. Throughout the documentary the viewer becomes aware 
of the challenges that sexually explicit films have encountered. Discussing pornography 
involves discussing sexual norms, politics, censorship, shame, and how these function 
within a patriarchal system. Within the same Argentinian sexual culture, there is also 
resistance to this system by means of new thoughts and practices such as postporn. These 
pornographic creations, whether filmic, philosophical, artistic, commercial, or ideological 
have grown from and out of the patriarchal norms that they subvert. The censorship of 
pornography constitutes moral hypocrisy because it does not keep viewers from 
consuming porn, but rather pretends to be ensuring good morals and behavior.  To the 
contrary, the interest for viewing porn and for self-pleasuring increases, except it is done 
in private and semi-public spaces. Going Down is the first film analyzed that presents the 





Breaking Free from the Box of Repression: Queer Pleasures in Brazil Solos 
3.1 Brazil: Myths and Gay Erotic Possibilities 
This chapter argues that through the testimonies of Brazil Solos’ performers, 
anthropornophagy resists homophobia and racism by debilitating the myth of masculinity 
and the hyper-sexualization of Afro-Brazilian men. The Brazilian gay men interviewed 
present themselves as not afraid of their sensuality, and seem to embrace their sexual and 
cultural complexities despite being surrounded by heteronormativity. In Brazil Solos 
(2016), Portuguese filmmaker Antonio da Silva gives space to 30 Brazilian gay men to 
discuss their sexual identity.286 The film sits at the intersection between interview-style 
documentary and pornographic art, which according to da Silva, constitutes a valuable 
cinematographic expression to experiment with male sexuality:  
 
I am interested in exploring different artistic genres, both in terms of 
technique and content, but I’ve always been fascinated by male sex and 
sexuality. I became increasingly frustrated with how moving image 
explored this and have over the last two years began to make it the subject 
of my films. Experimenting is the core of my work. My work blurs the 
border between narrative cinema, pornography and art film, which I think 
makes it very hard to define as one unique genre.287 
 
For 34 minutes, the protagonists of Brazil Solos discuss a variety of topics, such 
as their ethnic background, what it means to them to be Brazilian and gay, sexual 
practices they like, and the obstacles they face such as racism and religious conservatism. 
The viewer is invited to enter the privacy of these 30 interviewees who share their 
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experience in the most intimate way since they are interviewed naked in what seems to be 
their homes. The interviewees talk sincerely about themselves while their hands will 
episodically touch different parts of their bodies such as their chest, penis, testicles, 
thighs, neck, and head. The viewer’s senses are engaged as they listen, watch, and 
potentially get aroused. The concept of cultural cannibalism is articulated on two levels. 
The first is the context in which the film is produced. Antonio da Silva, a Portuguese 
filmmaker, is interviewing naked Brazilian men. The risk of reading this film as an 
exoticizing gaze and a colonization of the body is inevitable. In this case, one can ask 
whether the objectification of these interviewees does not run the risk of stereotyping 
Brazilian gay men and dehumanizing them. In this case, the Brazilian “colonized” are the 
ones devoured by the Portuguese “colonizer.” However, this dichotomy victimizes the 
interviewees and assumes that they did not willingly choose to share their story in front 
of da Silva’s camera. In fact, three of them chose not to reveal their face and name in the 
credits, although they were interviewed and performed for the masturbation scene. The 
second level of cultural cannibalism is not in the filmmaking but in the script. As the 
interviewees talk about Brazilian culture and society they are simultaneously showing 
how they embrace certain aspects of their culture and reject, avoid, and subvert norms 
that are oppressive to them. This cannibalistic tactic of devouring harmful cultural beliefs 
allows them to subvert oppression, gain power, and expresses itself in ways that benefit 
the protagonists. However, sometimes, paradoxes arise and problematize the 
interviewees’ speech. Brazil Solos demonstrates then how the anthropornophagic script 




male sexuality, when they subvert religious conservatism in a sexually arousing way, and 
raise awareness on racist hyper-sexualization of Afro-Brazilian men, the cultural 
cannibalistic strategy is offering new possibilities for its protagonists, and a chance to get 
out of a constraining box. However, the same protagonists reinforce these issues when 
they abide by rigid rules on masculinity, other myths on racial democracy, and 
stereotypes. The resolution of the challenges approached in the film is ultimately 
expressed in a comment on Brazilian carnival, the moment of the year when by dressing 
up, masks drop and people live shame-free in a space full of possibilities. The result is a 
self-confident Brazilian man who crushed homophobia and racism, learned not to be 
afraid of his sensuality and body, and who is proud of not fitting in a box despite 
immersion in a culture that tries, and sometimes succeeds in swallowing him. 
 
3.1.1 Dismembering Myths on Masculinity and Male Sexuality 
 
The interviewees discuss what it means to them to be a gay man living in a 
tropical country. They acknowledge the importance of the geographical space in the 
constitution of their masculine identity. Living in Brazil, according to some of them, 
allows a deeper connection with nature, one that is sensual. Two interviewees discuss 
their ecosexuality, meaning their sexual connection to the flora. One of them shares an 
anecdote to explain this: he was in Florianópolis, the capital city of the southern state of 




saw “a gay orgy.”288 With a smile on his face he then referred to the hike as “a gay 
safari.”289 He explains how this experience at the beach impacted him and how primitive 
his sexual desire feels when he is surrounded by nature. He has a desire to go back to 
something wild and, according to him, there is some primitive sexual energy released. 
This testimony highlights the importance of nature in leading to an intense aroused state 
that would be wild, almost out of control.  
Olivia Gazalé explains in her chapter “Our Mother who is the Earth”290 that 
during prehistorical times there was a belief that women incarnated fertility and a creative 
force at the same time.291 Whether it is Athena, the Virgin Mary or Isis, the image of the 
virgin-mother gives her the power of fertile self-creation without a male to fecund her. 
This power gives her a deep connection to Earth, reinforcing the association of the female 
with natural elements. Gazalé goes on to question the origins of the relation between the 
female and the animal. Both are trapped in the organic, dominated by their instincts, and 
unable to think. Furthermore, the female naturally suffers from a major handicap leading 
her to experience her body as a chaotic phenomenon: she loses blood.292 Gazalé claims 
that menstruation is interpreted as a weakness, a biological manifestation that condemns 
her to be a prisoner of her blood.293 Impure, bestial, and primitive in spite of herself, the 
female is unable to surpass her nature.294 It is this conception that the testimony of the 
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Brazilian male interviewee challenges. He seems to embrace his connection with the 
natural space that surrounded him. He claimed that a primitive side in him was coming 
out to the surface and that he embraced it. One interpretation of this could be that he is 
embracing his connection to nature and therefore his femininity. However, the connection 
nature-female is a cultural concept as we have seen, and not a truth. Instead, what the 
Brazilian man deconstructed is the conception that nature and female is inevitable. He 
showed that men can have certain attributes that are traditionally reserved for females. 
The Brazilian interviewee’s sensitivity and comfort with his ecosexuality is also seen in 
another interviewee who claims having a fetish of having sex in the middle of the forest. 
He expresses how admirative he is of the vegetation in Brazil. When he goes to the 
mountain, he is mesmerized and possessed by nature.295 
The traditional connection between man and nature is complex in the sense that 
certain aspects of nature are traditionally attributed to females, while others are used to 
reinforce certain male characteristics that justify male superiority. Olivia Gazalé claims 
that phallocrats fell in their own trap when “three thousand years ago they carried out the 
révolution viriarcale”296 and built societies in which men, allegedly naturally superior to 
women, became their absolute masters:  
At the dawn of this new civilization starts the great story of virile superiority, 
which century after century came to be consolidated by mythology (with image 
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and symbols), metaphysics (with concepts), religion (with divine law) and science 
(with physiology). The founding concept is that nature created two dialectically 
opposed poles, one existing to unconditionally submit to the other.297 
 
The Western conception of society is patriarchal, meaning that economic, 
political, judiciary, and religious sectors are dominated by men. As Gazalé explains, this 
is defended by the idea that men are superior to women naturally. However, within this 
gendered inequality, strong social inequalities within men as a gendered group exist and 
also influence what social class of men is dominant. According to Kimberlé Crenshaw, 
there should be several factors taken into account to understand the experiences of people 
of color, especially women, such as class, sexuality, race, and gender.298 The limit of 
feminism up to the third-wave resided in that its ground base was gender only, and thus 
did not take into account experiences of women of color that were oppressive, not only 
because of their gender, but also because of their race. Black feminists such as Crenshaw 
and Patricia Hill Collins raised concerns over the position of women of color as outsiders 
within the feminism movement.299 Crenshaw’s work discusses the legal unintelligibility 
of women of color as victims of gender and racial violence and how law cannot reconcile 
how to measure both layers of oppression. Collins work is also framed in intersectionality 
that she claims “refers to particular forms of intersecting oppressions, for example, 
intersections of race and gender, or of sexuality and nation. Intersectional paradigms 
remind us that oppression cannot be reduced to one fundamental type, and that 
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oppressions work together in producing injustice.”300 There are several layers of 
oppression to take into account when discussing people of color identities. Therefore, it 
would be limited and inaccurate to imply that men in Brazil are all equal. On top of 
gender inequalities, class inequalities and racism delimit what part of society holds 
political and financial power. In “Biopolítica e polícia soberana: a sociedade escravocrata 
como chave de compreensão da violência e da seletividade punitiva no Brasil,” the 
persecution and destruction of the Black man in Brazil is systematic and traces back to 
slavery: 
It is therefore in the violence of slave-based society that we can look for the seed 
of “current informal policies on killing poor and blacks, indiscriminately enforced 
by all police forces in Brazil, on behalf of the implicit or explicit endorsement of 
middle and upper classes”, as well as “killings explicitly celebrated by broad 
social sectors, in prisons populated by black men and poor white men, without a 
chance to defend themselves.” (SOUZA, 2017, p. 78). In 21st century Brazil, as 
well as in the 16th century, “the outcast, mainly black and mestizo, is stigmatized 
as dangerous and inferior, and is no longer persecuted by the bush captain but by 
police cars with a license to kill the poor and the black.301 
 
Considering the oppression of Afro-descendant Brazilians in this chapter helps 
provide a more accurate depiction of who is entitled to be desirable and have pleasure. To 
put things simply, a rich white woman would have more political power and economic 
opportunities than a poor black male.  
Deconstructing determined gender binary beliefs allows a better understanding of 
how the “viriarcal” system functions and why this is not only detrimental to women, but 
also to men. The notion of man’s superiority is not a sustainable idea because historically 
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men themselves became unable to fit in the standards of the virile man. As Gazalé 
explains, the virile standard according to which a man is a “real” man is a social 
construct. Similarly to Simone de Beauvoir’s formula that one is not born a woman but 
becomes one, a man is not born a man, but rather becomes one through a slow process of 
socialization.302 And this is precisely the trap that Gazalé warns about. To be a man 
means to obey a set of rules, behaviors, and constantly demonstrate that one has 
internalized these injunctions.303 Manliness becomes then an ideal that penis owners are 
supposed to reach and failing to do so means that one is not a “real” man. To be a “real” 
man includes an ideological and a physical compliance with the “viriarcal” standard. 
Accordingly, a man is taught that men have a natural tendency to be violent, that they are 
hunters and, therefore, mentally and physically stronger than women. This alleged 
superiority does not mean that men are inevitably and permanently feeling superior to 
women, or that they are not challenged by other factors that put them at a social or 
financial disadvantage. As mentioned previously, Crenshaw’s intersectionality theory 
demonstrates that there are several layers that constitute an identity. In the case of 
Brazilian society, black men have historically been considered second-class citizens and 
their extermination is a political reality. A simple online search displays alarming 
headlines such as “Brazil: Police killings of black youths continue, 25 years after the 
Candelária massacre,”304 “Assassination in Brazil unmasks the deadly racism of a country 
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that would rather ignore it,”305 “Brazil is a Killing Field for Young Black Men,”306 or 
“Brazil is Targeting its Black Population for Death.”307 In Never Meant to Survive: 
Genocide and Utopias in Black Diaspora Communities, João H. Costa Vargas defines the 
disproportionate killings of black people in Brazil and the US as genocide, focusing 
primarily on the cities of Rio de Janeiro and Los Angeles. After discussing the 
connection between ideology and genocide, Vargas highlights that genocide takes place 
on several fronts: 
A crucial step in the organized struggle against anti-Black racism in Brazil is to 
denounce the historical and ongoing genocide against people of African descent. 
Not only the genocide that is taking place through hegemonic whitening ideals 
whereby Black people are encouraged to look like and seek lighter-skinned 
partners, but also the genocide that is more direct and causes the physical and 
civil death of Afro-Brazilians in the hands of the criminal justice system, 
segregation, and other multiple forms of marginalization.308 
 
Although this section of the chapter focuses on gendered inequalities, it is crucial 
to keep in mind that the privileges of masculinity are not automatically bestowed on men, 
but rather, that it is a privilege that comes into life when combined with financial 
prosperity, social status, and, as Vargas suggests, White supremacist ideology.  
Going back to the two Brazilian gay men of the documentary, a paradoxical idea 
slipped in their testimony. It is understood that they are subverting the definition of 
manliness when they claim being connected to nature, however, they are also showing 
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that they carry a certain level of virility in their speech. When these men talk about 
“feeling primitive” there is a connotation of violence and aggressiveness, which is a 
quality attributed to virile males. Another interviewee declares that nature allows the 
internal animal in him to be freed. When nature is primitive and animalistic it is not soft, 
gentle and sensitive but violent, powerful and belligerent, attributes that are traditionally 
defining masculinity. In Us, Men: an Essay on Men’s Current Trouble,309 Daniel Welzer-
Lang discusses homophobia and the preconceived notion that being gay means being 
effeminate. He explains that there are gay men who present themselves in a very 
masculine, virile way.310 One reason this might be so has to do with the cultural 
environment and education of these men. In their words and attitudes, they show their 
complexity and how they are also a product of growing up in Brazilian culture; one that is 
“viriarcal.” Welzer-Lang signals that growing up, young men will learn in masculine 
circles or maison-des-hommes,311 that is how to mimic and express virility in front of 
their male friends, in order to be accepted socially. They will learn not to cry, not to 
complain, but they will learn how to behave like good warriors or, cow-boys.312  
Additionally, Gazalé writes that a man is also defined by his relationship to his 
opposite. Not only a man is not a woman, but he also is not effeminate.313 His sexual 
behavior and his gender expression are regulated and normalized. A virile man is not 
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only the opposite of a woman, but also the opposite of an effeminate man. Therefore, in 
the eyes of the phallocrat, Gazalé explains, “‘sissies,’ ‘faggots,’ and ‘pussies’ are not 
men.”314 It seems relevant to make a simple yet important distinction. There is an easy 
amalgam to be avoided according to which if a man is effeminate it means he is gay. 
These characteristics are not mutually exclusive. As we have seen, a man’s sexual 
orientation is not inextricably tied to the way he carries himself, and a man can be gay 
and not effeminate. Although it might seem obvious, the existence of homophobic insults 
prove that the acceptation of both the gay community and non-virile expressions of 
manhood is superficial in Western societies. The “viriarcal” system only accepts a certain 
type of man and therefore largely oppresses not only women but men themselves, 
regardless of their sexual orientation.315 The Western ideal of a “real” man becomes the 
norm in all aspects of social, religious, professional, and political life, and is extremely 
damaging to any other person who identifies as a man, but is not welcome in the group of 
white-heterosexual-virile men. As Gazalé demonstrates:  
In the eyes of the heterosexual norm, homosexuals form a type of male sub-
species that they tolerate in order to call themselves modern. But that men who 
consider themselves “normal” and still consider the word “faggot” as the worst 
insult is a sign that masculinity is neither progressive enough, nor bold enough.316 
 
Another aspect discussed in Brazil Solos that redefines manhood is the body. One 
interviewee explains the importance in experimenting and getting to know one’s body:  
When you start knowing your body, how it works, what you like and dislike, your 
limits, it ends up creating a respect for your body, for understanding that it’s the 
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biggest tool of evolution that people have. Through the body people lived, 
conquered, learned and transmitted that respect to others. And it allows 
relationships to be better, more productive.317 
 
Another interviewee’s opinion aligns with the previous quote when he generalizes 
and says: “the Brazilian man experiments with his body, with kissing the penis, touching. 
It’s a tropical trait in him, a demoniac connection!”318 The importance of the body is 
crucial, but what is more important is the knowledge that comes with it that seems to 
matter to these men. Being sensitized to new sensations, news emotions, whether through 
self-pleasuring or with a partner allows an understanding of his body. As we have seen in 
chapter 2 with Going Down: Erecting the Southern Industry, masturbation is the main 
practice that develops a knowledge one’s sexuality, as well as the potential for feeling 
less shame around one’s body.  
The ease and confidence with which the interviewees of Brazil Solos discuss their 
sexuality may suggest that this curiosity for experimenting with the body comes easily 
for men. However, as Daniel Welzer-Lang suggests men in the West have not 
traditionally been raised to be comfortable with their emotions and intimacy. By spending 
time at the maison-des-hommes, those spaces where men are initiated to become virile, 
they end up gathering constraints that limit greatly their ability to be in touch with their 
emotions and intimacy.319 Welzer-Lang further explains that “men are very often lonely. 
Us, men, we have a hard time approaching, telling and sharing our intimacy. Similarly, 
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we have a hard time expressing or sharing our emotions.”320 So when the interviewees do 
share their emotions and intimacy in front of Antonio da Silva’s camera, there is an 
invisible political statement claiming that showing emotions is a brave act and that there 
is power in their ability to embrace their affects. The interviewees’ intimate confidences 
further dismantle virile norms when they give details on their sexual experiences and 
discuss their emotions around sex. One interviewee for instance, explains to the camera 
how his desire works and claims his desire ignites as a process, an energy coming that 
flows and circulates. He goes on to explain how important it is to explore one’s body in 
totality, that there are no rules, that we are free to explore. He adds that there are parts in 
the body that men do not pay too much attention to and that are extremely important for 
the rise of the libido. He gives the example of the coccygeus muscle, located between the 
anus and the testicles, that when stimulated, can help contract the penis. He also adds that 
the prostatic orgasm, known in Ancient teachings such as Tantra and Tao, can be 
achieved not just through penetration, but also by external stimulation.321 This testimony 
is directly opposed to the ways sexual arousal works for a significant amount of 
heterosexual men. When the interviewee talks about desire as a flow of energy that 
initiates in his body, it seems that his ability to fantasize and eroticize himself comes 
from practice and an openness to explore his own body and learn new techniques. This 
curiosity for a greater understanding and knowledge of his sexual identity opposes the 
virile practices used by heterosexual men to feel desire. In the chapter “Our Difficulties, 
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Our Crises, Our Doubts,” Welzer-Lang discusses the different ways in which men have 
an erection and asks what happens in the subject’s mind when he has an erection, and 
what images are projected in his mind.322 Based on his data on men’s group discussions, 
“in order to have an erection, want to penetrate a woman, many of us felt obligated to 
fantasize on ‘taking,’ even forcing our partner. Some even had to imagine, in order for 
desire to emerge, that she refused having sex.”323 Even though these men described here 
were in favor of gender equality and against violence against women, the sexual 
imaginary belongs to a different realm that does not care about political correctness. 
Welzer-Lang adds that for many men of this discussion group, this discovery led some of 
these men to try to have sex differently and explore the skin, soft caresses whether it is 
with women or men.324 This last idea parallels that of the interviewee in Brazil Solos who 
stresses the importance of exploring parts of the body that are not the sexual organ. 
Therefore, the normative formula “desire => erection => penetration and 
orgasm/ejaculation”325 is abandoned for the benefit of an expansion of erotic possibilities. 
But what happens when the male is not able to have an erection? They suffer from 
not feeling like a man, and like Gazalé explains, they fall in their own virility trap. They, 
who are supposed to be active and the penetrative subject, are ashamed that their phallus 
is not responding. However, as Brazil Solos shows, it is possible to desire without an 
erection. As one interviewee explains, if the penis is erect it doesn’t mean that the man is 
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horny. One can be fetishizing an elbow, be so horny, and yet not have an erection.326 
Therefore, sex, and good sex, implies breaking away from constrictive, nerve-racking, 
shameful virile norms, and relearning how to enjoy sex. As Welzer-Lang claims, there is 
a confusion between ejaculation and enjoyment and there might be a solution in learning 
how to experience sexual pleasure without it depending solely on the ability to have an 
erection: 
Let’s find out about caresses that go beyond our cock. Let’s learn how to eroticize 
our skin, our breasts, our ears, our anus… And in all likelihood will we be less 
premature ejaculators, less anxious about the size of our equipment. The erasure 
of hierarchies between masculine and feminine practices should help us complete 
our palette of possible caresses.327 
 
This quote resonates with Brazil Solos when some interviewees claim that “good 
sex is when you transmit desire, energy, emotions to the other person,” “being passive or 
active does not make you more or less masculine,” “sex is an exchange of pure energy, of 
desire,” “through a kiss, a look, a touch, kissing parts, this sensitivity gives more sexual 
desire than having someone there waiting for you on all fours,” or when one talks about 
two different types of sexual encounters: “one being when you’re focused on coming, on 
your sensation, you don’t perceive the other, and one when you’re looking at each other 
and there’s an exchange, it’s not limited to the skin, but it’s more emotional, spiritual.”328 
These varieties in describing the sexual encounter bring attention to a liberated sexuality, 
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to a certain level of comfort and self-confidence. There is no normative script to follow, 
and the subjects are free to experiment. In a way, this freedom is similar to Foucault’s ars 
erotica. In The History of Sexuality, Foucault distinguishes sciencia sexualis from ars 
erotica. The latter is defined as follows:  
In the erotic art, truth is drawn from pleasure itself, understood as a practice and 
accumulated as experience; pleasure is not considered in relation to an absolute 
law of the permitted and the forbidden, nor by reference to a criterion of utility, 
but first and foremost in relation to itself; it is experienced as pleasure, evaluated 
in terms of its intensity, its specific quality, its duration, its reverberations in the 
body and the soul. Moreover, this knowledge must be deflected back into the 
sexual practice itself, in order to shape it as though from within and amplify its 
effects.329    
 
 It is understood that the practice of erotic art is an approach that combines bodily 
and spiritual pleasures, and that it is not tied to social expectations or constraints. The 
exploration of pleasure itself is placed at the forefront of the sexual experience. The 
artistic analogy is mentioned in Brazil Solos when two interviewees talk about sex as a 
dance. What matters is the “ginga,” the movement, one says: “whoever knows how to 
samba is already winning.”330 Another one mentions forró, a Brazilian partner dance that 
creates a rhythm and a connection between the dancing couple. Therefore, a focus on 
pleasure without an imposed script, without limiting oneself to the “viriarcal system” 
injunctions, awakens erotic art. This ars erotica subverts not only cultural attachments as 
to what manhood should look like, but also more directly homophobic attacks and anti-
gay conservatism. 
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3.1.2 “Ars Erotica” vs. Anti-Gay Conservatism 
To discuss this, Antonio da Silva shot a close-up of a penis as a soothing harp is 
playing in the background. When one interviewee says “we are in a society that doesn’t 
accept the penis,” his hand caresses his penis. When the other interviewees discuss their 
opinions on Brazilian society and sex, the general conception is that there is a lot of 
repression: “religious education is strong,” “it’s something prohibited.”331 Then another 
one goes on to say “it’s the prudishness of the Christian Brazilian, of a whole catholic 
culture, a culture of rejecting sexuality, of not allowing it to develop” and now the viewer 
sees him touching the tip of his penis with his index finger, playing with the pre-ejaculate 
fluid, and bringing his finger to his mouth to taste it. This scene works as a provocation 
that shows the very thing that is forbidden to show. At the same time, there is nothing 
provocative because the gesture is one of experimentation, of self-discovery. The shock 
between the visual and what is said, works to denounce the hypocrisy that lives in society 
when there is prohibition, discomfort, and shame with sexuality, but at the same time a 
curiosity and fascination with it. This hypocrisy is to say the least, confusing, and there 
are several examples in Brazilian culture that support this confusion. In Out in the 
Periphery: Latin America’s Gay Rights Revolution, Omar G. Encarnación provides a 
thorough analysis of the evolution of gay rights in the Global South, a region that is also 
known for being the “bastion of machismo and Catholicism.” In his chapter “Gay Rights 
and the Paradox of Brazil,” he states: 
There is a virulent strand of homophobia in the culture of Brazil that belies the 
country’s reputation as a paragon of sexual liberalism. The Brazilian religious 





landscape also features a larger than average percentage of Evangelicals (for Latin 
America), which surveys find harbor more negative attitudes toward homosexuals 
than Catholics.332  
 
The paradox of Brazil revolves around two opposing facts; Brazil appears as a 
place where not only tolerance, but acceptance of LGBT folks is common, but at the 
same time discrimination against homosexual and transgender people is persistent and 
dangerous. How is this possible when Brazil’s “reputation as an erotic Eden [is] going 
back to the colonial period?”333 Indeed, Encarnación specifies that “Brazil’s renown for 
freewheeling sexuality and hedonism resonates more powerfully in connection to 
homosexuality, which was decriminalized in 1830, a first for a nation in the Western 
hemisphere.”334 Moreover, some Afro-Brazilian religions such as Candomblé do give 
space for “effeminate and androgynous figures as spiritual leaders.”335 Another Brazilian 
cultural manifestation that seems accepting of a variety of gender expressions is carnival, 
notably when men cross-dress without suffering violence or shaming.336 
So how is it that Brazil’s homophobia is so prevalent? As the previous quote on 
Evangelicals demonstrates they are one of the main sources of homophobia. On top of 
religious education, there are political and socio-economic reasons that contribute to this 
hostile climate. Encarnación stresses that it is really challenging for political parties to 
pass any laws in favor of gay rights since a multi-party coalition would be necessary to 
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challenge anti-gay Brazilian right-wing parties.337  In terms of economic challenges, 
Encarnación claims that financial difficulty contributes to hatred towards gay people: 
“large pockets of Brazilian society, especially Afro-Brazilians and many of the states in 
the impoverished Northeast, that, lacking in education and economic opportunities, 
harbor more negative attitudes toward homosexuals than the population at large.”338 The 
biggest threat to the acceptance of a sexual and gender spectrum remains Evangelism and 
Brazilian Evangelical leaders in particular, known for their homophobia and their ability 
to indoctrinate millions of followers.339 One example of this is the “March for Jesus,” a 
demonstration that takes place before the Gay Pride Parade in São Paulo and that gathers 
about a million people, a little less than Pride.340 Putting these factors in perspective with 
the interviewees’ comments, it becomes clearer why Brazil Solos has political value. Ars 
erotica or the focus on pleasure itself, a sexual exploration that does not necessarily 
comply with societal norms constitute the elements of a script yet to be written by the 
participants. This unwritten script is challenging limiting views, as well as preconceived 
notions of sex. When religious fanaticism and the limiting “viriarcal” system are 
subverted by the interviewees’ speech and aesthetics, it is understood that a cultural 
cannibalism is taking place and that new sexual expressions and practices are possible. 
When the interviewees discuss their ethnic background in front of the camera, they give 
the impression that they live in a country where diversity is well accepted and where 
there is no discrimination. This concept is called racial democracy. 
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3.2 When Blackness is a Curse and a Blessing 
3.2.1 The Problematics of Racial Democracy 
 
Brazil Solos starts with the interviewees talking about where their parents and 
grandparents come from. Taken together, all of the ethnic backgrounds include 
Indigenous Brazilian, African, Dutch, Portuguese, Russian, Lebanese, English, French, 
Spanish, Hungarian, Italian, and German.341 And this diversity is acknowledged when an 
interviewee declares that there is no one-type-fits-all Brazilian feature and when another 
explains that Brazilians are diverse not only physiologically, but also in their behavior.342 
For some of the interviewees, the beauty of this diversity is that they grew up immersed 
in a sort of multicultural unity that gives them a certain openness.343 Sexually speaking, 
one interviewee adds that he sees this diversity as a higher opportunity to experiment 
with a wider range of Brazilian men and live a different experience each time.344 As they 
keep talking about how they view Brazilian people, some interviewees generalize about 
attitudes that would be “typically” Brazilian. One explains, “I think that us, Brazilians, 
we love to have sex, to fuck,”345 when another one stresses that communication through 
gesture is important in Brazilian culture. For him touch is important in his country, and 
one example of this is how Brazilian people greet one another touching and kissing.346 
                                               











Another interviewee believes that Brazilian people are more affectionate than non-
Brazilian people.347 All of these self-perceptions and definitions are based not only on the 
interviewees’ experiences, but also on cultural discourses they have grown up with. They 
can be a source of pride, such as the previous examples claiming that Brazilian people are 
friendly and warmhearted. They can also serve as a reminder of the beauty of unity, for 
example when an interviewee says that in 30 years it will be so obvious that Brazilians 
are one, because they are so mixed, and that they just need to free themselves from the 
shackles and fly.348 However, one risk of essentializing Brazilian people is that the 
nuances and complexities are erased. One example of that is the very popular and yet 
problematic cultural discourse of racial democracy.  
In Orpheus and Power, Michael George Hanchard offers a thorough analysis of 
the Black movement of Rio de Janeiro and São Paulo that took place between 1945 and 
1988. In his chapter on racial politics, Hanchard stresses the importance of 
acknowledging the multiplicity of ideologies within Brazilian culture in order to 
appreciate its complexity. Before explaining how the myth of racial democracy permeates 
the interviewees’ comments, it is important to understand that this ideology is not 
univocal but contains a variety of meanings depending on interpretations and individuals:  
There is no single dominant ideology but in fact, ideologies that complement each 
other at certain instances to form a cluster of beliefs, which could be characterized 
as dominant, while at other moments produce tensions as competing visions of 
social life during other moments. As a result, groups and individuals are neither 
wholly dominant nor wholly subordinate, at levels of both ideology and practice. 
They represent a variety of normative assumptions about the everyday world in 







which they live, and their social practices may reflect both acceptance of and 
resistance to “common sense” understandings of race relations and their location 
within them.349  
 
Being aware that a variety of ideologies within the same culture or individual is 
possible helps make sense of paradoxes such as racial democracy. Accepting certain 
beliefs and rejecting others for a given situation is a cannibalistic approach of tailoring a 
concept to one’s cosmovision, even if that worldview can be contradictory. In terms of 
race relations, the possibility of contradicting the self is frequent and manifests itself in 
the following way: “an expressed belief in social equality while harboring and 
manifesting racist sentiments [...] or the expressed belief by members of a subordinate 
group of the superiority of a more powerful one.”350 Even groups who subvert racist 
ideologies can find themselves trapped in new contradictions: “those who seek change 
may reconstitute certain ideological subsets of the dominant group even while contesting 
a social whole.”351 The problematic of racial democracy is precisely this; the belief that 
Brazilian race relations are peaceful, ideal, and non-discriminatory especially thanks to 
racial exceptionalism and miscegenation, while Afro-Brazilians, Indigenous, and Asian-
Brazilians352 are the direct targets of racial prejudice and subordination.  
Hanchard explains the myth of racial democracy by tracing it to Iberian 
exceptionalism, the belief that Spanish and Portuguese colonizers were merciful towards 
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African people, perceiving their humanity, thus allowing better interactions between the 
colonizer and the enslaved in Latin America.353 However, there are historical examples of 
strong racist tensions “and discriminatory practices not only against people of African 
descent, but against indigenous, Asian, Jewish, and other peoples as well.”354 The 
difference between the myth and reality is abysmal, but the assumption that Brazil’s 
slavery was more gentle than elsewhere makes it particularly challenging to see racist and 
discriminatory patterns. Moreover, the dissemination of racial exceptionalism discourses 
among elite groups, then among society at large, contributed to the belief of a racial 
harmony and was a source of pride.355 One thinker who significantly contributed to the 
circulation of the myth of racial democracy is Gilberto Freyre with his book The Masters 
and the Slaves (1933). In it, he offers a detailed analysis of the supposedly favorable 
social relations between the white master and the black slave that take place in the 
master’s big house, and claims that their development contributed to the existence of 
miscegenation. In his book, Freyre talks about “zones of fraternization,” where relations 
between white masters and colored slaves grew owing to the absence of white women 
with whom they would have otherwise built a family. However, Hanchard criticizes 
Freyre’s ideology when he highlights how unequal, dissonant, and forceful these 
relationships were:  
Black, or dark skinned males, as well as white females are absent from this 
scenario. Absent too is any possibility that so-called fraternal zones were spaces 
of brutal intimacy, where relations between landowner and servants were 
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structured by a relative freedom of choice for the landowner, and the relative 
absence of choice for the female servant. Servant, in this vein, has a double 
connotation, related to a laboring as well as a sexual function.356 
 
Indeed, the sexual relations between landowner and servant was characterized by 
the economic and sexual dominance of the former over the latter. There was no question 
of harmony but rather survival among groups. The targets of this sexual enslavement 
were indigenous and black women and those who were not allowed to engage sexually 
were black men and white women. “Therefore, regardless of the degree of humanity that 
Freyre infers from these relations, they were, objectively, relations of dominance and 
subordination between owners and owned in which racial and gender roles were 
commodified in accordance with the preferences and choices of slaveowners.”357 This 
patriarchal model worked to the advantage of the white male landowner at the expense of 
other groups, and was historically masked by the questionable ideal of racial democracy.  
Putting in perspective the myth of racial democracy with the comments of Brazil 
Solos’ interviewees embracing Brazil’s diversity, it becomes easier to understand how the 
generalizations on Brazilian society are dubious. Are all Brazilians affectionate? Do they 
all have a “natural” inclination for sex? Is the socio-cultural environment that 
harmonious? Although most of the interviewees declare being of African and/or 
Indigenous descent, none of them—except for the only actual Afro-Brazilian 
interviewee—discusses racial tensions or the whitening ideal, known in Brazil as 
branqueamento. In fact, one comment made by an interviewee summarizes the concept of 
                                               
356 Ibid., 52. 




the whitening ideal and that of racial democracy. When asked about his parents 
background, the interviewee said “she is black with indigenous [traits], and my father is 
Spanish with white [traits].”358 First, it is interesting to notice the way he refers to his 
mother in comparison to his father. Her African origins are designated by her skin color 
and her indigenous background is not specific. This makes sense since African groups 
brought from Africa to Brazil during colonial times were reduced to slavery and deprived 
of identity. It became virtually impossible for Afro-descendants to trace back their 
origins. When he describes his father however, the viewer knows which country he came 
from and therefore pictures a specific cultural background. Nonetheless, the interviewee 
not knowing the second half of his father’s background, he also uses a skin color to 
define him. The meaning attached to colors such as black and white to describe his 
parents, however, coincides with miscegenation goals, historically perceived as an ideal:  
A new, mulatto race of people would be formed by the conjunction of African and 
European descendants, combining the best attributes of both to create the 
intellectually sophisticated but centralized race of people, neither black nor white 
but Brazilian. Of course, the intellectual attributes would derive from those of 
European blood; the sensual would of course be the African. Indigenous people 
would serve to ameliorate the process.359 
 
 The idea of the sensual coming from the African resonates in Brazil Solos and 
confirms that, in spite of the sincere appreciation and pride of Brazilian diversity, there 
can be some contradictory thoughts that can be prejudicial to Afro-Brazilians and 
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Indigenous Brazilians. As Hanchard warned, believing in the myth of racial democracy 
runs the risk of adopting paradoxical behaviors.  
 
3.2.2 The Problem of the Hyper-sexualization of Black Brazilian Men 
 
After 22 minutes into the short film, one non-black man tells the camera he thinks 
black men have more attitude than white men, and he thinks that it’s noticeable even 
more so during sex.360 Although it is a mystery what he means exactly by “attitude,” it 
becomes clearer once he mentions the sexual context. Thinking that black men are more 
sexual than non-black men goes back to the racist assumption mentioned by Hanchard 
that descendants of African people are more sensual, and that they are allowed to occupy 
“roles as arbiters of expressive culture and sexuality, but little else.”361 The complexity of 
the ideology lies precisely in these contradictory considerations that the interviewee’s 
comment crystallizes; he feels desire and a certain admiration for the black man since he 
is attracted to his superior attitude, but he fails to see the harm embedded in his comment, 
marked by a social reality where “blacks and mulattoes are being excluded form 
employment and educational opportunities reserved for whites.”362  
The discourses on racial democracy prevailing in all layers of Brazilian society 
have several consequences. If everyone believes that they live in a country where racism 
is almost nonexistent and manifests itself in isolated cases, it will be extremely difficult 
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for the oppressed group to challenge that belief and change mentalities for two reasons. 
The first is that the oppressed group might not think that they are suffering from racial 
discrimination, and the second reason is that the dominant white group enjoys privileges 
possibly thanks to a racial hegemony that they do not want to relinquish. As a 
consequence of racial hegemony, “the category of blackness is either denigrated or 
avoided in daily discourse. Afro-Brazilian men and women are presented within the 
symbolic constructs of controlling images as renderers of service to the white 
population.”363   
In another instance of Brazil Solos, the only Afro-Brazilian interviewee shares his 
experience with being hypersexualized. He explains that he suffered from it and that it’s a 
battle that he must take on to empower himself as a black man. He goes on to say that 
black men suffer from racial prejudice when people focus on the size of their penis 
because they are black. The interviewee adds that in his experience, white men will 
sometimes look for other attractive white men who fit the norm for their public life, but 
will privately look for black men in applications just to satisfy their sexual needs.364 
Although it is important not fall into the trap of generalization, this testimony allows us to 
see the danger of the hyper-sexualization of black men. Being ostracized by white men 
and only valued for sexual satisfaction runs the risk of being dehumanized. Here, the 
fetishization of the black man irrevocably places him as an object of desire for so long as 
the white man in the example expresses interest. Thus, understanding his value only as an 
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object, the black man does not have much hope for being treated as an equal. The 
impossibility of being seen in public with a white man forces him to remain in this 
frustrating ambivalent position, between object and subject. However, the fetishization of 
the black body is not always one that should be read as one of inferiority. When the Afro-
Brazilian interviewee confesses to the camera that he is hypersexualized by other white 
men, he is caressing himself and the camera is focusing on his naked body, mostly on his 
erect penis. Deciding to masturbate while sharing this anecdote in front of the camera 
acts like an answer to racial fetishization. The interviewee voluntarily eroticizes himself 
and fetishizes his own penis, and that grants him the power and agency to do so.  
In A Taste for Brown Sugar, Mireille Miller-Young discusses the 
hypersexualization of African-American women in a society that has historically viewed 
them as “both desirable and undesirable objects.”365 She specifies that “pornography did 
not create these racial stories, these fraught imaginings of black being and taboo 
interactions across racial difference, but it uses them.”366 The versatility of pornography 
allows then a variety of possibilities, and in the case of Brazil Solos, halfway between 
porn art and documentary, the agency of the interviewees is visible through a variety of 
aspects: the anonymity of those who did not want their face shown on camera, the ease 
with which the interviewees talk about their experiences, the fact that it is a documentary 
also gives a certain freedom to the interviewees in the sense that the script is not fully 
predictable. As far as the Afro-Brazilian interviewee is concerned, it can be argued that 
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discussing a taboo topic such as the hypersexualization of black men in Brazilian society 
while masturbating is a clever pornographic tour de force in which he reclaims his sexual 
agency. As Miller-Young argues in chapter 4 of her book, black men can be aware of 
their objectification and remain in control of it to the extent that they have a say. In her 
analysis of rap porn genre produced by African-American rappers, she explains:  
The rappers perform as pimps who oversee the interaction between sex workers 
(their hoes) and black male porn actors. Therefore, the rappers in hip-hop porn 
also objectify the bodies of black men in their self-representations of black 
masculine authority. These performances allow these men to valorize themselves 
and resist dominant discourses that render black men powerless in relation to 
white patriarchy. The performance of rapper-as-pimp is a self-articulation that 
makes use of black men’s outsider status and reframes it as an oppositional and 
autonomous masculinity that is defined by a consciously chosen and managed 
hypersexuality.367 
  
The analogy with the Afro-Brazilian interviewee works to the extent that both 
figures are marginalized in a white patriarchal system, but voluntarily chose to play with 
the stereotype and be hypersexualized. The complexity of the deconstruction of the myths 
on masculinity and racial democracy, as well as the fetishization of the black body, reach 
their height during the masturbation scene that lasts 6 minutes. 
 
3.3.3 From “Brazil Solos” to “Brazil Carnival” 
 
When Antonio da Silva visited Brazil, he shot a series of three short films, Brazil 
Solos, Brazil Jungle, and Brazil Carnival. 368 Although the performers in Brazil Solos are 
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interviewed individually, some of them appear together in the two other films. The topics 
of the jungle and carnival and their relation to gay sexuality are approached first in Brazil 
Solos, first film of the trilogy, before da Silva dedicated a separate short film to each. We 
have briefly seen in the first part of this chapter the role of nature in the sexuality of some 
of the interviewees.  
Carnival is an event that one interviewee briefly mentions in Brazil Solos but he 
summarizes it well. For him, carnival is about the relation between desire, the sacred, and 
the profane. When people celebrate carnival, anything is allowed, everybody is out in the 
streets, everybody is wearing either a costume or masks. The interviewee goes on to 
explain that people have sex even if there is no continuity after carnival. After Ash 
Wednesday comes a period of 40 days to test oneself. It is the time to ask for redemption, 
pay for one’s sins and purify oneself.369 This duality of obscene and pure, of promiscuity 
then chastity, represents the paradox that permeates the period before, during, and after 
Brazilian carnival. In Carnival, Rogues, and Heroes sociologist Roberto DaMatta 
analyzes the multifaceted character of Brazilian carnival, notably its ritualistic identity, as 
well as a comparison with military parades and religious processions. One simple 
definition of carnival is “a very special moment, a gathering outside of time and space 
and marked by actions contrary to ordinary patterns of action, and we have special 
characters and characteristic forms of dress and behaviors.” 370 During this special 
moment, people celebrate life and let go of social barriers. This celebration however, is 
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not completely anarchic. Rather, it is a chaos organized by a ritual. Another important 
characteristic of carnival, according to DaMatta is its dramatized, or ritualized character: 
“as a privileged element in helping us apprehend and construct the world, ritual is a basic 
vehicle in transforming something ‘natural’ into something ‘social.’ How? Through some 
sort of dramatization.”371 Taking a “natural” event and turning it into a social one implies 
isolating that event and therefore giving it a special role. In carnival, this is exemplified at 
the Sambodrome, where Rio’s samba schools parade in a very specific order. The 
members of the schools, organized in hierarchical groups, dance and perform a specific 
theme in front of an ecstatic audience. 
In Brazil Solos, a natural thing such as masturbation is dramatized in front of the 
camera, when each interviewee, after discussing a variety of topics while naked starts 
touching himself. As DaMatta explains, “the condensation of some aspect, element, or 
relationship which is spotlighted and set in relief,”372 will give it a dramatizing effect, 
such is the case of the masturbation scene. An intent to banalize nudity in the short film is 
when the interviewees comfortably lay in bed and discuss their life. Being able to sit 
naked, talk to the camera then masturbate, can be interpreted not only as a way of 
celebrating the body but also as a hope that society can accept gay nudity and sexuality. 
When discussing the role of rituals, DaMatta explains that they symbolize hope: “a banal 
and trivial action in everyday world can take on exceptional meaning and become a ‘rite’ 
when it is put in focus in a certain environment through a certain sequence.”373 Being 
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able to break the rules of masculinity and conservatism is the role of a mundane action 
such as masturbation, the hope being that gay sexuality is not only accepted but 
celebrated. This becomes further meaningful when DaMatta adds that “clearly, it is the 
ritual act that opens the door to hope. It is often the instrument of that hope, embracing 
the truth of a group or a historical moment in its complex, solemn forms.”374 This utopian 
view of sexuality is suggested through the individual shots of the bodies masturbating, as 
well as the music playing during the scene, slow at first, and gradually going faster as the 
interviewees are climaxing. Da Silva’s orgiastic scene opens new possibilities for the 
viewer. By displaying all the interviewees pleasuring themselves, da Silva offers a 
carnival of sexual pleasure and liberation that the viewer is invited to join, by themselves 
participating in the ritual: “to perform a ritual is to open up to this world: giving it reality, 
creating a space for it, and opening the channels for communication between the ‘real 
world’ and the special world. It is in ritual that a society can and really does have an 
alternative vision of itself.”375  
 This alternative vision that carnival enables is possible thanks to three elements 
that DaMatta calls “reinforcement, inversion and neutralization.”376 Inversion is 
particularly relevant here because “it unites what is normally separate […] the use of 
costumes allows a vast array of beings, social roles, and categories that would in the 
normal course of events be hidden and marginal.”377 During carnival, drag queens, cross 
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dressers, gay men, and macho men “are placed side by side.”378 These antagonistic 
figures finding themselves in the same environment informs the nature of carnival. The 
idea that carnival is a moment during which everything is allowed because there is no 
hierarchization or labels that count, is particularly visible in the figure of the heterosexual 
male chauvinist discussed in the first part of this chapter. The man who would normally 
mock effeminate men or hold homophobic remarks, suddenly lets go of his frustration 
and gives himself over to any fantasies that he has been holding on to all year long. As 
DaMatta highlights, when approached by women, it is “the macho men of Brazil, who 
drop their masks during Carnival and reveal themselves to be surprisingly and incredibly 
timid.”379 Out of their element, uncomfortable, the “viriarcal” system does not operate 
during carnival.  
 Brazil Solos concludes with the following monologue: 
It’s a way of showing the world that we don’t have to keep our body hidden in a 
box of repression. Everybody needs a little more human contact, human warmth, 
but it’s challenging when we are in a society that doesn’t have a culture of being 
organized, of being politically correct. At the same time, it wouldn’t work, our 
characteristic, because in order for the sexual decadence to happen it needs to be 
spontaneous and free. At the same time, I feel the need for a certain order, 
organization, so it can be more formal. We have this reputation of having more 
charm, an exotic and professional style, of being sexually knowledgeable, of 
knowing how to fuck well. It’s a cultural question; we grow up learning how to 
have sex, but also because of this whole script that makes the Brazilian mind. 
There’s all this context and other aspects of Brazilian life, like a person’s personal 
and psychological traits. We end up forming a Brazilian who is sexually active 
and knows how to do sex well.380 
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 The “it” at the beginning of the quote can be substituted with “carnival” or “Brazil 
Solos.” The main message of the film is there, namely, the value there is in challenging 
certain norms for human bonding, especially if it destabilizes the status quo. “The box of 
repression” alluded to is the one that contains the myths on what masculinity and 
sexuality should look like, as well as the illusion that there is no racial discrimination in 
the tropical country. Moreover, the lack of order is perceived as both positive and 
negative. According to the interviewee, disorder allows the experience of sexual 
liberation. As DaMatta writes, during Carnival,  
What in the everyday world is considered a “sin” —i.e., the intense provocation 
of the public and men by women—comes to be regarded as something completely 
normal […] The norm of reserve and modesty is replaced by the “opening” of the 
body to the grotesque and to its possibilities as an object of desire and an 
instrument of pleasure.381  
 
The absence of rules and restrictions give space for the “box of repression” to 
temporarily collapse. Sexual tensions are released, and there is no script to follow. At the 
same time as the interviewee agrees to this view, he also agrees to the need for “a certain 
order,” like a need for a disciplined chaos, an organized liberation. DaMatta explains that 
one feature of Carnival is precisely the lack of order: “during Carnival, however, laws are 
at a minimum. It is as though there had been created a special space, outside the house 
and above the street, where everyone can be unconcerned about relations or affiliations 
with groups having to do with birth, marriage, and occupation. […] the law of Carnival is 
to have no law.”382 This quote resonates with the absence of order the interviewee 
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mentions, and the absence of strict social rules. The absence of restrictive laws, of 
certainty, taken in a sexual context could be read as the “charm” and “knowledge” around 
“how to fuck well,” but it could also be reinforcing the “box of repression” it is trying to 
break free from. Although Carnival is the deconstruction of pre-written social scripts and 
the space where anything can happen, it is finite. After Carnival, society goes back into 
those oppressive boxes. The poor remain poor, the rich remain rich, the marginalized 
remain marginalized, and the macho man remains the macho man. The time of Lent and 
redemption start, and what was once a euphoric carnivalesque utopia disappears. As 
DaMatta suggests, “Carnival ultimately ends up reinforcing the everyday order, but we 
must not forget that it also offers alternatives and suggests pathways to take.”383 The 
alternative offered by Brazil Solos is that of a society which would question its privileges, 




Figure 46. Opening and Closing Scene. Source: Brazil Solos. Access date: June 24th, 2019. 
http://bit.ly/2IXRw96 
                                               




Brazil Solos starts with the closeup shot of a Brazilian man singing the Christian 
prayer “Ave Maria.” As the camera zooms out, the naked body of the man appears lying 
on a red mattress. The closing scene of the short film circles back to the same man, 
except this time he is singing “Obaluaiê,” a prayer asking forgiveness to the divinity 
Obaluaiê. Also known as Abaluaê, Omulu, and Umulu, amongst others, it is one of the 
most feared Orixás, the deities of Afro-Brazilian religions Candomblé and Umbanda.384 
These religious references, a reflection of the “cultural syncretism”385 in Brazil, sacralize 
the reflections on sexuality and Brazilian identity shared in the interviews. It is almost as 
if the naked interviewees became reified, and their fetishization served as the unfixing of 
“monolithic ‘signs’ of culture”386 such as machoistic and racist ideologies. By willingly 
placing themselves as sexual objects, the interviewees remain in control of their erotic 
knowledge and power. The script they follow is ad lib, meaning they wrote it according 
to their own queer desires and pleasures. The erotic freedom these interviewees embrace 
in writing their own script coincides with the patriarchal discourses that cultural 
anthropornophagy passionately devours. By living their queerness they are progressively 
dismembering the myth on masculinity and subverting religious conservatism. In the 
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The Art of Unlearning and Learning: Feminist Porn and Vitality  
4.1 A two-course meal: anti-porn feminism and mainstream heteronormative porn 
How can feminist porn be anthropornophagic and eat dominantly male-oriented 
online pornographic production, absorb its creative potential and spit out new cultural 
content that is understanding of female and queer sexualities? This chapter argues that 
feminist porn film stirs up a necessary process of unlearning of sexual beliefs around 
female pleasure at the same time as it allows new possibilities for sexual creativity.  
Female Ejaculation (2016) is a porn film directed by Paulita Pappel, a Spanish 
director based in Berlin and renowned in the feminist, queer, lesbian, alternative, and 
DIY porn cultures. Not only is Pappel an independent filmmaker and producer, she is 
also a performer and activist.387 The film presents two friends’ sexual encounter taking 
place after a small get together after the host sends away all of her guests except for the 
one with whom she will have sex. Although the title of the film already informs the 
viewer on what is going to happen, curiosity remains. The film is valuable in that female 
pleasure, in particular female ejaculation, is actually presented by a female director. As 
Linda Williams explained in Hardcore: Power, Pleasure and the Frenzy of the Visible, 
male production of hardcore films has been obsessed with detecting, measuring, and 
showing female pleasure on screen.388 However, by producing a porn film centered on 
female pleasure, Paulita Pappel normalizes the importance of pleasure of the female 
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body, breaks with the stereotypical body aesthetic of commercial porn targeted at a 
heterosexual male audience, educates her audience on sexual practices, and invites them 
to enjoy watching an ethical type of pornography.  
This film was produced in the context of the feminist sex wars that emerged 
during the 1970s-1980s, and have generated discussions among feminists regarding a 
variety of sexual matters such as the difference between gender and sexuality, sexual 
practices, sex work, and pornography. This chapter will certainly not enter into anti/pro 
debates, but will attempt to understand their importance in addressing topics such as 
censorship, violence against women, speech act theory, the politics of pleasure, and the 
importance of discussing sexuality in terms of sexual practices, representation, education, 
etc.  
In this chapter, I argue that feminist porn has the triple mission of entertaining in a 
way that appeals to a non-heterosexual male audience (although heterosexual males 
definitely can find interest in consuming feminist porn), inviting its viewers to unlearn 
what porn had taught them, and promoting female sexual agency. 
Female Ejaculation is anthropornophagical as it captures, ingests, and tackles 
threats to the development of feminist and queer pornographies.389 Some of these 
obstacles are related to the feminist sex wars, others to a specific type of porn that can be 
described simultaneously as hegemonic, male-oriented, and heteronormative. These 
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obstacles are seen, felt, experienced, internalized, resisted, dealt with, and transcended in 
different ways, such as the creation of feminist and queer pornographic artifacts. Indeed, 
feminist and queer porn has learned from the feminist sex wars, from mainstream porn 
directed to a heterosexual male audience, and from the absence of knowledge and 
education on pleasurable female sexual practices. Borrowing from Susanna Paasonen’s 
concept of carnal resonance, I will also bring attention to the potential of feminist porn in 
displaying seemingly authentic emotions and attitudes that can generate empowerment 
and vitality in the viewers.  
 
4.1.1 A Common Target but a Different Issue 
Discussing feminist porn requires revisiting the ideological conflict among 
feminists regarding whether or not to make porn illegal. During the feminist sex wars, 
also known as porn wars, the 1982 Barnard Conference on Sexuality was a key event. As 
Stewart summarizes:  
that “war” began at the 1982 Barnard Conference, “Towards a Politics of 
Sexuality,” organized by “pro-sex” feminists such as Gayle Rubin and Ellen 
Willis, and opposed (and boycotted) by the group Woman Against Pornography 
(WAP), which included “anti-porn” feminists such as Robin Morgan and Andrea 
Dworkin.390 
 
In “Is Feminist Porn Possible?,” Stewart demonstrates why the anti-porn feminist 
argument that pornography causes and constitutes harm is flawed. He also adds that 
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“generally speaking, third wave feminists are more likely not to be anti-pornography or 
pro-censorship while second wave feminists tend to hold the opposite position.”391 
Although the divide was not as simplistic and straightforward as it is often 
portrayed, anti-porn radical feminists and pro-sex libertarian feminists picked ideological 
sides. One significant consequence of these wars is its impact in the academic world; new 
areas of studies were created, amongst them queer studies. Theoretical developments 
since the 1980’s have led to a third wave of feminism. In “Retrospective: Tangled Up in 
Pleasure and Danger,” Alice Echols links the creation of queer theory with the sex wars, 
notably through the works of Gayle Rubin, one of the scholars whose work is considered 
to be the foundation of sexuality studies and queer studies: 
It also bears mentioning that Rubin’s Barnard paper, “Thinking Sex,” is 
sometimes cited as the founding text of queer theory. In Rubin’s view, 
antipornography feminism’s botched handling of sexuality suggested that the best 
way forward was a radical theory of sexuality, autonomous from feminism. 
Indeed, Rubin suggested that sexuality would be better understood if not folded 
into the category of gender, as feminists habitually and understandably had.392  
 
The Barnard Conference is also echoed in Alice Echols’ article when she 
discusses the tandem “pleasure and danger”: “it was there, at what has long been known 
simply as the Barnard Conference, that anthropologist and conference organizer Carole 
Vance advanced the idea that women’s sexuality is marked by a persistent tension 
between pleasure, on the one hand, and danger, on the other.”393 And this tension that 
Vance contemplates is still current. As Clarissa Smith and Feona Attwood explain in their 
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article “Anti/Pro/Critical Porn Studies,” there has been some resistance to the 
establishment of the Porn Studies journal that both scholars created in 2013: “the 
announcement of the forthcoming journal was also met with some popular resistance in 
the form of an online petition set up by the anti-pornography campaign group, Stop Porn 
Culture.”394 A common argument against the discussion of pornography repeated in 1982 
and 2013 is that the women who wanted to discuss sexual politics and pornography are 
sponsored by the porn industry or have some financial interest in doing so. The 
organizers of Barnard Conference in 1982 were thought to be “‘pro-porn’, as though their 
agenda consisted of producing pornographic tapes and better-made sex toys.”395 In 2013, 
Attwood and Smith were accused of adopting a similar strategy: “it was assumed that, 
because the academics associated with the journal do not take harm as their starting point, 
we must be producing propaganda, lobbying or cheerleading for the porn industry.”396 
The reluctance to discuss pornography in popular, political, or academic sites certainly 
signals the taboo, discomfort, and fear in discussing explicit sexuality (a matter discussed 
also in chapters 1 and 2). In her book Defending Pornography: Free Speech, Sex, and the 
Fight for Women’s Rights, Nadine Strossen talks about a double standard in the US 
context:  
American’s attitudes toward sexual expression—not to mention toward sex 
itself—continue to reflect inconsistency at best, and hypocrisy at worst. While 
deploring the dangers of sex and sexual expression—especially for other people 
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and their children—Americans are major consumers of all manner of such 
expression.397 
 
Strossen denounces the contradiction of defending the prohibition of sexual 
expression while at the same time consuming sexually explicit imagery. In Shameless, 
Arlene Stein explores the paradox of US culture involving excessive conservatism at the 
same time as the omnipresence of sex media. She attributes this paradox to a deeper 
social malaise: “in times of uncertainty, disputes over sexual behavior often become the 
vehicles for displacing social anxieties.”398 This preoccupation, as I will show, is also 
found among other scholars such as Gayle Rubin or Linda Williams.399 One way of 
making sense of this hypocrisy for Strossen is to read it as “an unwillingness to admit, or 
even a false denial, that one wishes to have access to sexual expression.”400  
Although the motivations might vary for each person, it remains that the danger in 
banning sexual expression does not provide a sustainable solution to the main claim that 
anti-porn feminists make, i.e., that violence against women would end with the 
censorship of pornography. In order to end the oppression of women, Strossen advocates 
for free speech and the acceptance of women as autonomous sexual beings.This struggle 
entails fighting dichotomous and demagogic behaviors:  
I share the fears, frustration, and fury about the ongoing problems of violence and 
discrimination against women, which no doubt have driven many to embrace the 
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“quick fix” that censoring pornography is claimed to offer. Who wouldn’t 
welcome an end to the threats of violence that so many women feel every time 
they venture out alone in the dark? But censoring pornography would not reduce 
misogynistic violence or discrimination; worse yet, as this book shows, it would 
likely aggravate those grave problems.401 
 
Strossen concludes her introduction by advocating for women’s sexual freedom 
and expression, stressing that a liberation is only possible when a cis woman is able to 
enjoy all fundamental aspects of her being: 
Women should not have to choose between freedom and safety, between speech 
and equality, between dignity and sexuality. Women can be sexual beings without 
forsaking other aspects of our identities. We are entitled to enjoy the thrills of sex 
and sexual expression without giving up our personal security. We can exercise 
our free speech and our equal rights to denounce any sexist expressions of any 
sorts—including sexist expressions that are also sexual—rather than seek to 
suppress anyone else’s rights.402  
 
It is worth remembering that pro-sex feminists, as Strossen wrote, do not deny the 
existence of gender inequality and deep struggles for women.  
The proliferation of pornography in the 1970s and 1980s was inevitable.403 
Today’s ubiquitous presence of online porn proves that the industry grew despite 
repeated attempts from anti-porn groups to ban it in the Western world. Strossen clearly 
illustrates why the root of the issue is found in non-contested misogynistic behaviors and 
in failure to recognize that women are beings entitled to sexual respect and pleasure as 
much as any man.404 From that perspective, female performers in pornographic films 
should be perceived as sex workers entitled to perfectly equal work conditions  and 
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benefits as men. Within a patriarchal system, sex work is not considered as legitimate 
work. Changing this belief is the challenge.  
Often times, anti-porn activists set forward the argument that porn harms women 
because the sex acts depicted in it are unacceptable. While it is true that pornography has 
power of influence, it does not have any authoritative power that compels its consumers 
to reproduce what they see. As Robert Scott Stewart mentions, “that doesn’t mean that 
speech that successfully convinces is therefore an authoritative, illocutionary speech act. 
Rather, it means that pornography has power including the power to shape (some or 
most) of men’s and boy’s views (as well as those of some girls and women).”405 Because 
there is no legal authority requiring that pornography depict women in a harmful way, it 
cannot be said that pornography is inherently dangerous. Of course, being aware of that 
power is important, and that is exactly what feminist and queer porn are addressing by 
proposing a new kind of sexual imagery.  
As it has been inferred so far, sex is power, and feminism has understood it as a 
political space where women and LGBTQ communities must fight for their voice(s) to be 
heard within a patriarchal system. The disagreements among anti-porn and pro-sex 
feminists suggested that feminism was and is not a uniform movement. The need to hear 
the plurality of voices resulted in the third wave of feminism in the 1990s.This issue was 
addressed when black feminists such as law professor and activist Kimberlé Crenshaw 
discussed feminist issues in terms of intersectionality. Crenshaw is the initiator of critical 
                                               





race theory and the theory of intersectionality. This theory asserts that in order to fully 
grasp the way women and minorities are mistreated, it is essential to think about the 
different layers of oppression they suffer from, taking into account not only their gender, 
but also their ethnicity, sexuality, and economic status. This theory constituted a move 
towards a feminism that is more inclusive of women of color and minorities, since 
second-wave feminism failed at taking into account the struggles of people of color and 
LGBTQ folks, and instead homogenized the idea of a cis woman and her struggles within 
the patriarchal system. Addressing issues such as racism, homophobia, transphobia and 
economic poverty allowed the inclusion of trans, bi, lesbian, butch, femme women who 
could not identify with the Eurocentric and wealthy cis woman majority.  
As mentioned earlier, another scholar who played a fundamental role in the 
development of queer studies is professor of anthropology, women's studies, and 
comparative literature was Gayle Rubin. In Thinking Sex, an essay she published in 1984, 
Rubin questions the ideologies that permeate the way Western culture thinks about sex. 
She challenges the acceptable social systems that determine what are acceptable and 
unacceptable sex practices. In her interview with American philosopher and gender 
theorist Judith Butler, Rubin explains that her essay was partly an answer to the anti-porn 
feminist movement which viewed sex politics in a very limited way: “but I could see 
where MacKinnon was heading, at least at the theoretical level, and I was going in a 
different direction. She wanted to make feminism the privileged site for analyzing 




of feminism.”406 It is interesting to note however that the feminist wars were not as black 
and white as they can be portrayed. While two feminists can fundamentally disagree on 
certain aspects of sexuality, they can agree on others, or one same feminist can support 
contradictory ideas. It was the case for Rubin and another feminist activist called Carol 
Ernst who tried to create a union for sex workers in Michigan at the end of the 1970s. 
Ernst managed to challenge Rubin intellectually. Rubin used to compare marriage to 
prostitution to show that married women were also oppressed, but by doing so she was 
suggesting that sex workers were victims, and therefore indirectly contributed to their 
marginalization:  
Carol argued that I was using the stigma of prostitution as a technique of 
persuasion, and that in so doing I was maintaining and intensifying such stigma at 
the expense of the women who did sex work. She was right. I finally realized that 
the rhetorical effectiveness came from the stigma, and decided that my rhetorical 
gain could not justify reinforcing attitudes which rationalized the persecution of 
sex workers.407 
For Gayle Rubin, the oppression of women stems from a social construct rather 
than an intrinsic difference between sexes: “there is something intrinsically problematic 
about any notion that somehow language itself or the capacity for acquiring it requires a 
sexual differentiation as a primary differentiation.”408 This challenging task of thinking 
about sex politics in a non-binary way is partially due to social and cultural conditioning, 
especially people’s upbringing: 
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besides, the imprint of kinship arrangements on individual psyches is very 
durable. The acquisition of our sexual and gender programming is much like the 
learning of our native cultural system or language. It is much harder to learn new 
languages, or to be as facile in them as in our first language.409  
The analogy between language and gender is an astute way of illustrating how a 
system internalized so early on can seem so natural and unquestionable. But once we start 
learning a new language, especially as adults, we realize how challenging it can be. Some 
of the challenges include the cultural diversities and language variety in talking about the 
same signified, but also the ability for one speaker to appropriate the use of some words 
and be creative with them. Similarly, sex practices and gender expression do not have to 
be thought of in a binary fashion or be limited to a single script. Hence the need, 
according to Rubin, for a system that incorporates variety: 
But as soon as you get away from the presumptions of heterosexuality, or a 
simple hetero-homo opposition, differences in sexual conduct are not very 
intelligible in terms of binary models. Even the notion of a continuum is not a 
good model for sexual variations; one needs one of those mathematical models 
they do now with strange topographies and convoluted shapes. There needs to be 
some kind of model that is not binary, because sexual variation is a system of 
many differences, not just a couple of salient ones.410 
   
 Here Rubin warns against the issue in assuming that sexuality and gender work as 
a binary. Her concerns are still valid today although the creation of gay, lesbian, and 
queer studies have created an academic and social space to discuss sexualities in a less 
stigmatizing way. In the pornographic realm, this concern is addressed by feminist and 
queer porn which expands the creativity and diversity of sexual imagery. By the end of 
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the 1970s, the sexual variety that Rubin refers to as “perversion, sexual deviance, sexual 
variance, or sexual diversity”411 was depicted by feminists as problematic, and 
“transsexuality, male homosexuality, promiscuity, public sex, transvestism, fetishism, 
and sadomasochism were all vilified within a feminist rhetoric, and some causal primacy 
in the creation and maintenance of female subordination was attributed to each of 
them.”412  
 
4.1.2 A Shift in the Pornographic Discourse 
 At the same time as the feminist sex wars were unfolding in the 1970s and 1980s, 
women in the porn industry started to produce their own films and to give space to sexual 
diversity and female fantasies. As we have seen in chapter 1, Film studies professor 
Linda Williams’ book, Hard Core: Power, Pleasure, and the “Frenzy of the Visible,” 
constitutes a much needed intervention in the academic discussion around pornography. 
The book is considered to be a groundbreaking analysis of the history of stag films and 
hard core pornography that moves away from the anti-porn/anti-censorship debate. In her 
book, pornography is analyzed as a patriarchal discourse, meaning “as a way of speaking 
about sex” that has been dominated by men, and “written by men for men.”413 It is this 
type of patriarchal discourse that is generally referred to as heteronormative mainstream 
or commercial porn. Williams explains however that female pornographers such as 
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Candida Royalle, started to address female viewers by making pornography for them. As 
Williams emphasizes, the tolerance of new female pornographers was not the result of an 
“altruistic spirit of democratic inclusion but rather strictly […] a matter of capitalist 
expansion.”414 Indeed, women became consumers and the male-dominated capitalist 
apparatus saw in them a potential for financial growth.415 Nonetheless, the possibility of 
creating pornography on their own terms, allowed women to feel more comfortable and 
less ashamed of being consumers of sexually explicit content and therefore, of 
masturbating to porn films.416 The first edition of Hard Core was published in 1989, and 
at that time, Williams questioned whether this recent shift in hard core porn was 
superficial or a more revolutionary enterprise that would potentially modify the meaning 
of pornography.417 The fight for sexual agency initiated by pro-sex feminists resulted in 
female pornographers from all over the world (including the US, South America, Europe, 
and Australia) producing films since the end of the 1980’s. To only cite a few, names 
such as Ms Naughty, Morgana Muses, May Medeiros, Mayanna Rodrigues, Maria 
Beatty, Nina Hartley, Pandora Blake, Madison Young, Courtney Trouble, Louise Shine 
Houston, Ovidie, Emilie Jouvet, Olympe de G, and Erika Lust are feminist and queer 
filmmakers. This community regularly gathers during annual events, such as the Toronto 
International Porn Festival, formerly known as the Feminist Porn Awards.  
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Williams highlights the crucial point summarizing the initiative of feminist porn: 
“transforming oneself from sexual object to sexual subject of representation.”418 Female 
autonomy and a focus on female viewership constitutes the main difference between 
male-oriented mainstream porn and feminist porn. In her analysis of the Femme 
Productions film called The Tunnel, Williams stresses “the importance of the woman’s 
own imagination and fantasy in creating the scene of her pleasure.”419 Quoting Adrienne 
Rich’s essay “When We Dead Awaken: Writing as Re-Vision”, Williams argues that this 
creation is possible if the female pornographer appropriates the male-dominated porn 
industry with “fresh eyes,” “looking at an old text from a new critical direction.”420 The 
strength of anthropornophagous film lies in devouring problematic elements in male-
oriented pornographic discourse, and creating a more ambitious and informed cultural 
artifact. Problematic elements are manifest in the aesthetic representations of all of a sex 
scene’s elements: the performers’ bodies, the camera shots, the script, and sexual 
practices themselves. Furthermore, these elements are manifestations of a deeper social 
problem, which was already noted by pro-sex feminists; that is, the fact that women are 
not accepted as autonomous sexual agents but rather traditionally seen as submissive.421 
And when they are not passive and are not afraid or ashamed of their sexuality, they are 
abject women. Williams quotes Jessica Benjamin’s essay “A Desire of One’s Own: 
Psychoanalytic Feminism and Intersubjective Space” to explain how female sexual 
                                               
418 Ibid., 232. 
419 Ibid., 261. 
420 Ibid., 232. 





subjectivity is alienated in Western culture, mostly due to the traditionally de-eroticized 
figure of the mother.422 Therefore, being recognized as a sexual agent takes on a crucial 
social and educational importance. Williams continues, postulating that the potential of 
pornography made by women could be “an important arena for this change, especially if 
it is a pornography that can combine the holding and nurturing of motherhood with 
sexual representation.”423 Two recent feminist porn films that do in fact portray pregnant 
women engaging in sexual activities are Pregnancy Sex Doc and The MILF Next Door, 
both productions by Barcelona-based Swedish pornographer Erika Lust. In her website 
Xconfessions.com, Erika Lust shares a brief comment denouncing the stigma of pregnant 
women being sexual: 
We need to start accepting mothers as sexual beings. They have needs and desires 
and there is absolutely nothing wrong with that. They are not here to serve male 
fantasies. Trust me, mothers have enough fantasies of their own. Many women 
even experience an increased sex drive throughout their pregnancy. We need to 
stop enforcing the MILF stereotype and start representing the sexuality of moms 
and moms-to-be in a smarter, less exploitative way. Just because you start being a 
mother, doesn’t mean you stop being a woman with sexual desires.424 
 
 Both films are from 2019, and although it might suggest that between Jessica 
Benjamin’s essay published in 1986 and Erika Lust’s films the pornographic discourse is 
changing very slowly, it is changing nonetheless. Feminist porn is progressively 
devouring shame, misogyny, and traditional conceptions of womanhood. There is 
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simultaneously a growing sexual agency and interest in knowing how the female body 
works and what it likes.425 As Williams underlines: 
What is at stake here for women’s sexual subjectivity is a self-discovery 
associated with discovering one’s inside—an  inside that can only be known, 
however, through a trajectory that also takes one to the exciting outside. The 
recognition of one’s own sexual subjectivity and outward agency comes, then, 
from the desire for access to one’s own interior.426 
 
When Williams signals the imperative of exploring one’s sexual subjectivity 
outwardly, it can be understood that at some point the sexual subject will interact with 
objects and/or people and the result of it will be a deeper knowledge of herself.  
Patriarchal societies do not provide spaces for women to confidently express their 
desires. These environments need to be constructed in order to increase female agency 
and power. This knowledge is vital if women are to be sexually independent. Knowing 
her desires, fantasies, preferences, and limits implies an inward movement, as well as, the 
outward expression of her sexual agency. The possibility of a sexual liberation through 
feminist porn is, therefore, at stake here. To quote Linda Williams, not only is feminist 
porn offering a new “way of speaking about sex,” but it also constitutes an opportunity to 
become familiar and comfortable with one’s vulva and masturbate to a staged fantasy that 
speaks to its audience. In the following section, I argue that this staged fantasy known as 
feminist porn and represented by Paulita Pappel’s short film Female Ejaculation has the 
potential of not only being more appealing than male-oriented commercial porn for a 
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female audience, but also of diffusing an empowering vitality, mainly thanks to three 
elements: a sense of authenticity thanks to the absence of a rigid script, an emotional 
resonance that reaches the viewer thanks to the performers, and liberation thanks to the 
exploration of female sexual practices. 
4.2 Feminist Porn Aesthetics: A Story of Empowerment and Vitality 
4.2.1 Less Script More “Ad Lib”: “Female Ejaculation” Feeling of Authenticity 
 
Linda Williams asks, in chapter 8 of her book, the following:  
If a heterosexual woman’s desire is for a man, and if the man’s sexual difference 
resides primarily in the penis, then how shall we represent woman’s pleasure in 
pornography? Can it be represented as anything but envy of or submission to a 
penis that symbolizes phallic power and potency? […] Is it possible to represent 
the penis so that it is not also the phallus, that is, so that the penis is not asserted 
as the standard and measure of all desire? 427 
 
This concern has been the same for many performers and filmmakers of feminist 
and queer porn. In the introduction of The Feminist Porn Book: The Politics of Producing 
Pleasure, Williams’ concern is addressed as follows: 
Feminist porn vigorously challenges the hegemonic depictions of gender, sex 
roles, and the pleasure and power of mainstream porn. It also challenges the 
antiporn feminist interpretive framework for pornography as bankrupt of 
progressive sexual politics. As a budding movement, it promotes aesthetic and 
ethical practices that intervene in dominant sexual representation and mobilize a 
collective vision for change. This erotic activism, while in no way homogeneous 
or consistent, works within and against the marketplace to imagine new ways to 
envision gender and sexuality in our culture.428 
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It is understood that indeed, feminist porn is an answer not only to anti-porn 
views, but also to male-oriented heteronormative porn. The shift towards feminist porn, 
to use Williams words, takes place inward and outward. Not only is the external visual 
content changing but also are the working conditions of the performers behind the scenes. 
Feminist porn, also called ethical porn,429 is worried about treating individuals working 
together to produce porn with respect and dignity, especially women and 
underrepresented minorities such as “lesbians, transgender folks, and people of color.”430 
Furthermore, it is interesting to note that another inward and outward movement of 
feminist porn has to do with its place in the porn industry. As the quoted paragraph above 
stresses in the last sentence, feminist porn can be produced not only within the 
mainstream part of the industry, but also as completely independent.431 This means that 
the audience of this market is varied, and can be composed of viewers who are purposely 
seeking a different genre within the pornographic one, or by viewers who do not 
necessarily identify with the pleasure politics of female porn. Regardless of the type of 
audience, feminist porn films share the same interest for the representation of sexual 
exploration: 
Feminist porn explores sexual ideas and acts that may be fraught, confounding, 
and deeply disturbing to some, and liberating and empowering to others. […] 
Because feminist porn acknowledges that identities are socially situated and that 
sexuality has the power to discipline, punish, and subjugate, that unruliness may 
involve producing images that seem oppressive, degrading, or violent. Feminist 
porn does not shy away from the darker shades of women’s fantasies.432 
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 Replacing the word “feminist” with “queer” is also valid. Both feminist and queer 
porn do not pretend to own the answers as to what should or should not be acceptable 
during sex, but rather, they question, explore, and sometimes seek to understand the 
meanings of sex. They form a discourse about sex and are not a dogma or an axiom. 
Facilitating a space for such a discourse, however, does have an impact on women, 
LGBT groups, and other minorities.433 Both feminist and queer porn do have a potential 
for empowerment, confidence, and a feeling of vitality, as opposed to feeling ashamed for 
one’s sexual tastes, especially if they are nonnormative. 
 Candida Royalle, president of Femme Productions, one of the pioneers of feminist 
porn, wrote, in “What’s a Nice Girl Like You…,” the following: 
We weren’t interested in overly graphic shots of giant genitalia or what we called 
the “gynecological close-up,” but we also weren’t interested in promoting the idea 
that genitals are ugly and must be hidden from view. As was confirmed by letters 
we received, viewers wanted to see it all, but they wanted to see it done with taste 
and subtlety rather than having it rubbed in their face.434 
 
Finding a balance between showing penetration and genitals that do not end up 
looking like a “gynecological close-up” or a “meat shot” is one of the first technical 
improvements in feminist porn. In Female Ejaculation, the performers, Sadie Lune and 
Jesse Stryder, do engage in penetrative sex. However, Paulita Pappel’s camera never 
stays too long on a close-up and focuses on other parts of the body such as the backs of 
the performers, their faces kissing, facial expressions, and Jesse caressing and kissing 
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Sadie’s breasts or thighs. The shots are a mixture of close-ups, medium close-ups, 
medium shots, and medium long shots.  
  
Figure 47. Medium close-up. Source: Female Ejaculation. Access date: September 22nd, 2019. 
http://bit.ly/2YBUIRw. 
  
Figure 48. Medium shot. Source: Female Ejaculation. Access date: September 22nd, 2019. 
http://bit.ly/2YBUIRw. 
 
In compliance with what Candida Royalle initiated in the 1980s with her first 
female porn film, Paulita Pappel does not have a money shot in her film: “the almighty 
money shot had to go.[…] It was time that people had an alternative. We preferred to 
show people’s faces while climaxing, or their hands gripping, or their bodies or butts 
contracting.”435 In Female Ejaculation, Jesse ejaculates on Sadie’s stomach. What is even 
more interesting is that he ejaculates after less than 5 minutes of sexual interaction. The 
film is 00:13:51min, and the sex scene starts at 00:04:30min and ends at 00:13:10min. 
                                               




Despite the fact that Jesse ejaculated, the sex scene does not end but it goes on to more 
penile penetration and then focuses on Sadie’s vulva-pleasuring. This is a major 
difference with conventional heterosexual porn, and as Linda Williams questioned and 
Royalle noted, a feminist porn film such as Female Ejaculation demonstrates that it is 
possible to represent sex without focusing on the phallus and ending a film with the 
money shot. : “the porn formula had to go. We wanted to throw it out and start fresh, to 
focus less on genitalia and more on sensuality. We wanted to portray a sense of 
connectedness, tenderness, communication, passion, excitement, and longing.”436 The 
chemistry between the two performers before and after Jesse’s climax is still present, and 
the feel is one of “connectedness, passion, and excitement.” It is important to remind the 
viewers that portraying “connectedness, tenderness, communication, passion, excitement, 
and longing” does not exclude feminist porn from showing disturbing scenes, roughness, 
and playing on the edges. As feminist and queer pornographer Madison Young explains 
in her DIY Porn Handbook,  
When it comes to shooting sex, I am a wildlife photographer. Each director and 
videographer will have their own style, but I like to be close to the action, not far 
away and zooming in. I strive to create space in which the performers can connect 
with one another, and for the most part, allow the presence of the videographer, 
director and crew to disappear (or for the energy of the crew and director to 
support the energy of the scene).437 
 
 Like Madison Young, other feminist and queer filmmakers work to allow a 
connection between performers at the same time as they stay close to the action. Going 
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back to the aesthetics of Female Ejaculation, the quality of the image is not amateurish or 
low-budget, and based on the quality of the photography, it is clear that Paulita Pappel 
filmed with professional material. The film is produced by Erika Lust, the owner of 
feminist and queer porn streaming platform Xconfessions.com, and the budget certainly 
allowed for a more elaborate production than a simple DIY porn film. A DIY porn film, 
as Madison Young writes, is  
the art of documenting and creating radical films about our own desires and 
fantasies[…]. A rising number of women are picking up the camera; folks of 
gender variance, the trans community, differently abled folks, people of all body 
sizes, orientations, gender identities, ethnicities, from a wide array of cultures, 
they are all making the porn they wanted to see.438 
 
A DIY porn film budget can be as low as $2000. Although the budget for Female 
Ejaculation is not disclosed, Erika Lust’s production company is financially successful, 
and it is safe to speculate that it was over $2000. According to Erika Lust’s affiliate web 
page, there is “over one million users a month and a strong positioning in both the 
European and American market.”439 Moreover, Erika Lust is the head of the following 
businesses: 
Erika Lust Films runs three online streaming platforms (Lust Cinema, Erotic 
Films and XConfessions); one store for downloads, toys and cosmetics; Erika 
Lust’s website including her prolific blog; and a non-profit project working to 
encourage sex education for young people: The Porn Conversation.440 
 
As a self-proclaimed ethical porn producer and independent filmmaker, Erika 
Lust values align with those of feminist and queer porn:  
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Women’s pleasure matters. Diversity is central to creating groundbreaking new 
cinema. Pay every person fairly, from interns to performers. Make work that you 
can be proud of. We have nothing to hide, because we are proud of what we do. 
Mainstream porn sites like Pornhub.com, Exxxtrasmall.com, brazzers.com  
don’t show who they are: no one showing face, no pride. Our shootings are a safe 
sex environment, with every performer providing up to date STD checks—and 
performers choose whether they wish to use a condom. Every part of the shoot is 
discussed and agreed beforehand with all performers. We NEVER ask a 
performer to do something they have not agreed to or expect. Every shoot 
includes multiple breaks, food and a welcoming, relaxed atmosphere. Every 
Director or studio we feature on our sites is paid commission from the sale of 
their films.441 
 
This transparency charter is supposed to allow for more ethical porn. However, 
one difficulty that the feminist and queer porn industries are facing is the unequal 
treatment of performers versus directors/production. In “Pornography as a Creative 
Industry: Challenging the Exceptionalist Approach to Pornography,” Alan McKee 
analyzes the financial inequalities among performers and producers in large-scale 
businesses in the US and claims that: 
The average performer in the pornography industry has less leverage and fewer 
options if they want to work (Amis 2001). In this, pornography is much like other 
creative industries. Performing is one of the most difficult professions in which to 
succeed. A very small number of actors become stars but the vast majority, if they 
work at all, make money as ‘supporting artists’ or extras: the ‘least powerful’ 
people in the film and television industry (Johnson 2009).442 
 
It is understood that financial prosperity is not a goal that is attainable easily for 
performers of creative industries. McKee adds that in creative industries and the digital 
world, it is rather producers and distributors that make the most profit.443 Furthermore,  
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very few of the creatives working in pornography—whether performers, directors, 
camera people or editors—have full-time jobs with regular hours, a guaranteed 
salary, health insurance and a pension. They work in the system of ‘nomadic 
labour’ (Caldwell 2008, 113), moving from job to job under the ‘lucrative 
impermanence of contract labor’ (2008, 193).444 
 
Even though most feminist and queer porn production is not always part of large-
scale porn businesses, they remain creative industries, and it is important to question how 
their business model is challenging the social inequalities of the porn industry. As Erika 
Lust has claimed on her website, her company’s ethics seeks to “pay every person fairly, 
from interns to performers.” She also adds that directors get a “commission from the sale 
of their films.” However, the amount of remuneration is never mentioned, and suggests it 
is established by the production company. Moreover, the “nomadic”445 nature of the 
creative industry makes it difficult to create stable opportunities that are not putting the 
worker in precarious conditions.446  
The budget for Female Ejaculation being unpublished limits what can be argued 
on the treatment of its performers, beyond what Erika Lust has disclosed on their website. 
The script and the sex scene in the film do fit the feminist porn aesthetic. At the 
beginning of the film, Sadie and Jesse are sitting in the living room with their 3 other 
friends, a gay couple, and a lesbian who is talking about her sexual achievements with 
her coworker. When she explains she made her sexual partner ejaculate, something that 
the partner did not know her body was capable of, the gay couple listening to the story is 
                                               
444 Ibid., 111. 
445 Ibid., 111. 




confused. Mildly upset that “it is 2016” and that people still do not know that a vulva 
owner can ejaculate, Sadie claims that although not all are capable of ejaculating, she 
taught herself how to do it. As she decides to go prepare another drink, Jesse joins her in 
the kitchen and tells her that he wants to make her come. Startled at first, Sadie abruptly 
decides to put an end to the party and make Jesse’s wish come true. The short scenario 
gives way to the sex scene that lasts about 09:30 min.  
During that exchange, the camera is moving around the couple who is performing 
in the kitchen table. Although the shots are close, the camera is never interfering with the 
actors, nor are they touching and kissing for the camera, meaning they are not having oral 
sex or engaging in penile penetration for the benefit of the camera. If the camera’s view 
was more important than the pleasure of the performers, Jesse would have fully stuck his 
tongue out and pulled his head back to perform a cunnilingus, or he would have spread 
Sadie’s butt cheeks open and penetrated her from a tilted angle so that the camera lens 
could see better Sadie’s anatomy. But he did none of this, and instead, the camera had to 
find ways to come closer and shoot from different angles. This style of filming is 
reminiscent of Jean Rouche’s direct cinema, or cinema vérité, a technique that Royalle 
adopted too: “Lauren and I employed a more cinema vérité style of shooting where very 
little was predetermined, other than discussing with the performers what sorts of things 
we thought their characters might do and the sorts of things we’d like to see.”447 Susanna 
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Paasonen in her analysis of amateur porn, also characterized this genre of porn as 
resembling the cinema vérité style:  
Amateur representations are invested with some documentary value, as their 
authors are assumed merely to record things with the technologies available to 
them rather than skillfully manufacture or manipulate them. Consequently, their 
shots are coded as truthful, authentic, and somehow less manufactured than 
professionally produced images—a variation of cinema vérité, if you like.[…] In 
online amateur porn, these notions of realness and directness are mapped onto the 
notions of directness that are associated with both pornography as a genre and the 
Internet as a medium.448  
 
Feminist porn seems to be incorporating authenticity and spontaneity, elements 
which have not traditionally been part of mainstream porn production. In Female 
Ejaculation, we see Sadie interrupting the kissing with Jesse, standing up and going to a 
kitchen cabinet to grab lubricant. This scene would not likely have been included in a 
mainstream porn film, because it would have been judged unnecessary and anti-climactic. 
However, the action feels spontaneous and realistic, two elements that contribute to 
making the sex scene authentic. Royalle discusses the mechanical aspect of male-oriented 
mainstream porn and how this ends up being detrimental to the performers: 
On a technical level, we had to create a whole new way of shooting. In traditional 
porn, it looks mechanical because it is mechanical. You’re basically shooting 
from a checklist and you’ve got to get plenty of footage of each type of sex act, 
from all the standard angles, to fulfill your obligations to your distributor. So you 
might set up the lights and cameras to shoot about twenty minutes worth of 
fellatio from one angle, and then stop and reset the lights and cameras to shoot it 
from another angle, and so on. Clearly this leaves little room for spontaneity and 
makes the work of the actor much tougher as he attempts to maintain his erection 
while the actress does her best to keep him excited during all this stop-and-go 
setup for hours on end.449  
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Indeed, even though porn is fiction, the performers are engaging in real sexual 
acts. Erika Lust reminds us of what should be obvious—that humans, unlike dildos, dolls, 
or sex toys, call for an ethical work environment. To be aroused on the spot for extended 
periods of time is an element that feminist and queer porn have discarded for the sake of 
the performer’s well-being and performance quality. The performers worry less about 
angles and they work with the cameras “unrestricted by pre-set angles and positions, 
catching moments as they happened.”450 The result is film production captures a 
pleasurable sexual exchange and the energy the performers exude.  
Spontaneity is also obtained with the absence of a script, when the performers are 
free to say lines that have not been scripted. This is called ad lib. As Susanna Paasonen 
notes:  
Porn scenarios are scripted, acts follow generic patterns (as “numbers” such as 
double penetration, girl-on-girl, or facial cum shot), and action is staged, 
performed, and lighted for cameras that are positioned under, in front of, and 
between the performers for optimized visual access. Scenes are choreographed for 
ultimate visibility, which leads to stylized positions and poses that are repeated 
from one image and video to another.451 
 
Female Ejaculation is falling into this type of porn with certain nuances in the 
porn conventions. As seen previously, there is a scripted dialogue at the beginning of the 
film when Sadie is talking to her guests. When the sex scene starts, what Sadie utters falls 
under a less polished discourse that suggests ad lib, meaning improvisation. 
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Discussing the genres of gonzo, amateur, and reality porn, Susanna Paasonen 
argues that the “sense of realness is crucial to porn across a range of media because the 
(at least seeming) realness of the acts creates a sense of authenticity and grabs the 
audience.” This sense of realness is felt by the viewer who now has direct access to the 
scene without “technologies of mediation.”452 Although it is true that authenticity is 
usually a hallmark of amateur porn rather than professionally produced films, certain 
elements such as the location (Sadie’s home) spontaneity in the performers’ actions and 
words, and the intimacy of the couple’s encounter in the kitchen, contribute to making 
Female Ejaculation feel authentic. If the actors do not perform well in a scene, the film 
loses value by failing to arouse the viewers. In feminist and queer porn, a good 
performance is measured by the connection between the performers and their ability to 
take pleasure in what they are doing. Susanna Paasonen has pointed out that “the bodies 
performing in porn come close indeed, as skin, pimples, and bruises are exposed in 
zooms and highlighted with the aid of flashes.”453 Transmitting that pleasure in a way 
that feels sincere to the audience is the shared responsibility of the performers, and 
Paulita Pappel’s camera. Paasonen argues that “this visual proximity is accompanied by a 
sense of detachment and distance that is characteristic to the resonances of online 
porn.”454 The viewer, in the comfort of their privacy, can decide to pause or stop what 
they are watching whenever they desire without affecting their interest or the authenticity 
of the film. 
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In her article, Royalle mentions that she sometimes obtains authenticity by 
specifically looking for performers who are together in real life: “allowing them to have a 
say about whom they worked with, our first choice being real couples, insured a more 
authentic sense of desire.”455  
Throughout the sex scene of Female Ejaculation, the viewer sees Sadie laughing, 
getting up to get lubricant and using it on repeated occasions, pausing to switch positions, 
putting a condom on Jesse’s penis, and most importantly, communicating with him. 
When he is about to ejaculate, Jesse quickly asks Sadie if he can come and she allows 
him to do so on her stomach. She jokingly then says “I didn’t know men could ejaculate 
too!”456 and they both laugh adding “surprise, surprise!”457 All of these acts work to 
humanize the performers and avoid what could have been a very mechanical, dull, and 
unmoving exchange. The fact that Sadie interrupts the kissing and touching to get up, and 
her verbal exchange do give life to a scene that could have been monotonous and poorly 
orchestrated.  
Another important aspect that contributes to the authentic feel of the film is Sadie 
and Jesse’s body aesthetics. Paulita Pappel chose to present two performers whose bodies 
are neither hyperfeminized nor hypermasculinized. The stereotypes of the voluptuous 
female performer wearing a lot of makeup and high heels, as well as the male performer 
being very muscular and having a big penis are discarded. As Susanna Paasonen explains 
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“this body aesthetic is critiqued for being ‘unrealistic,’ since it favours silicone implants, 
taut aerobicized loins, fake tan, false nails, big hair and Brazilian waxes, over the 
‘natural’ attributes of everyday women.”458 Instead, Jesse is wearing prescription glasses 
at the beginning of the scene, he is skinny with tattoos, not very tall, has fine facial 
features and has an average-sized penis. His hair style, earrings, absence of body hair, 
and demeanor emphasize his femininity, but mostly, break with the male performer 
stereotype found in commercial porn. Sadie has little makeup, untamed pubic hair, and 
hair in her armpits. When she does not wear her bra her breasts fall naturally, her body is 
that of an ordinary cis woman who already gave birth,459 who does not spend the day 
working out, who did not enhance her body surgically or removed unwanted fat or 
cellulite. One of the goals of feminist porn is “to portray women with real bodies, of all 
ages and types, who […] female viewers could relate to and identify with, and men who 
[…] care about their partners, who want […] to please and satisfy them.”460 This 
expansion of beauty standards allows the viewer to recognize their ordinary selves in the 
performers, which is one important characteristic of feminist and queer porn. Although 
one does not need to identify with a performer to be moved by them, empathizing with 
their bodily traits can play a significant role in getting aroused by the scene.  
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4.2.2 When Her Pleasure Feels Empowering 
 
The concept of resonance as developed by Susanna Paasonen, contributes to a 
better understanding of the notions of empowerment and vitality. In “Visual Pleasures,” 
the fifth chapter of her book, Paasonen discusses the concept of identification in film: 
Reframing the question as one of fascination, Stacey opens up these connections 
as ones involving transcendence, aspiration, inspiration, and mirroring and 
suggests that identification is by no means an automatic process that requires 
similarity between the self and the characters depicted. Situations, clothes, 
settings, props, movements, and bits of dialog can all be experienced as 
fascinating: they can all resonate.461 
 
In Paasonen’s work, the term “resonance” corresponds to the ability of 
pornography to sexually arouse the viewer. Feminist filmmakers, have expressed that one 
of their motivations for creating porn was to create films that they could identify with, 
porn in which they could recognize themselves or by which they could be aroused. As 
Ms. Naughty writes in “My Decadent Decade: Ten Years of Making and Debating Porn 
for Women,” one of her motivations for making porn is that she wanted to change its 
aesthetics so it would speak more to her and other women:  
I liked porn but I really didn’t like how most of it was marketed. I hated the way it 
ignored me as a viewer. It was always aimed at men and spoke only to them. It 
concentrated on sex acts that men liked and didn’t seem to care about giving an 
equal share of the pleasure to the woman. The photos and movies cut the men out 
of the frame, concentrating only on the woman’s body. The guys were often 
unattractive and seemed creepy or obnoxious. There was little romance, foreplay, 
or cunnilingus—the things that I wanted to see. The women always kept their 
shoes on and looked directly at the camera as they were being fucked. The scenes 
almost always ended up with a facial “pop shot” and I didn’t want to see that—I 
thought it was degrading and kind of stupid. The woman would often kneel with a 
slightly pained expression on her face, trying to look adoringly up at the man 
                                               





while he squirted semen in her eye. The camera never showed the man’s face 
during orgasm, which—to me—was a travesty. Men’s faces are beautiful at that 
moment.462 
 
In queer porn, a similar dissatisfaction is noticeable, not only towards mainstream 
porn but also towards feminist and queer porn themselves. In “Where the Trans Women 
Aren’t: The Slow Inclusion of Trans Women in Feminist and Queer Porn,” multiracial 
trans activist Tobi Hill-Meyer notes how challenging and frustrating it is for them to find 
trans performers that are not depicted in a degrading way:  
The misrepresentations in girl/girl porn that queer pornographers address have a 
lot in common with the discrepancies between ‘tranny/shemale porn’ and trans 
women’s actual sexuality. Trans women are often uncomfortable with our 
genitals, yet mainstream porn focuses on big hard cocks to such a degree it’s not 
uncommon for trans women to find it triggering.463 
 
Deconstructing bias and misrepresentations of female and queer sexualities is 
another task that feminist and queer filmmakers try to undertake. The DIY culture seems 
to be the most straightforward manner to do so, guaranteeing to the viewer a sense of 
realness that can be pleasurable. This sense of proximity between the viewer and the 
scene involves the capacity of carnal resonance to touch the viewer. Paasonen defines this 
concept as follows: “I see resonance as somatic and somewhat involuntary moments of 
proximity with characters and bodily performances on the screen. This resonance can be 
further intensified by the (assumed) amateurism of the pornographers and the sense of 
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directness they give rise to.”464 The resonance that Paasonen discusses can indeed include 
extremely unpleasant emotions: “it is crucial to note that fascination and sexual arousal 
do not foreclose experiences of disgust, amusement, dismay, or even boredom. These 
affective intensities coexist and, in many instances, support and necessitate one 
another.”465 This is important to note not only to understand the motivation behind the 
ethical porn movement, but also to understand the variety of films within the feminist or 
queer porn genres.  
In the case of Female Ejaculation, the viewer does not have to look like the 
performers to fully identify with them and be aroused or affected by the film. As 
Paasonen suggests, “moments of resonance can be found with individual scenarios, 
gestures, and movements. It is not presumed that viewers will pay attention to narrative, 
characters, or their development.”466 Nonetheless, the fact that the sex acts on screen 
depict high arousal, intimacy and, a sense of vitality in a feminist porn context (filming 
techniques, absence of script during the sex scene, positions, spontaneous interruptions, 
moaning, laughter, and so on), the viewer’s somatic responses can be ones of pleasurable 
resonances such as enjoyment and vitality. For the female viewer, in particular, this 
proximity between “the spectator and the depicted”467 resonates in her skin and her vulva. 
As Paasonen highlights, “resonance may involve recognition in the sense of being able to 
relate the acts shown to one’s own experiences and sensations. Resonance touches and 
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moves the viewer’s body without a need for sameness.”468 It is, therefore, understood that 
the viewer can be touched by Sadie and Jesse’s sexual encounter on many levels and with 
different intensities. Maybe one viewer will be attracted to the bodily performances, 
maybe another will be aroused by the sounds or the facial expressions of Sadie and/or 
Jesse, and so on.  
As the title of the film suggests, there is a focus on female ejaculation in the sense 
that the acts performed between Sadie and Jesse lead to the ejaculation scene. Regardless 
of whether this decision was made as a critique to the infamous money shot that would 
conclude many mainstream porn films thus dismissing the female performer’s right to 
orgasm, the curiosity of the viewer is maintained for the finale. For the female viewer, the 
resonance felt may translate as a strong desire to witness the act of female ejaculation, a 
feeling of mutual enjoyment leading to orgasm, a curiosity for an act not fully 
understood, and even simply a sense of vitality and empowerment.   
  
Figure 49. Long shot. Source: Female Ejaculation. Access date: September 22nd, 2019. 
http://bit.ly/2YBUIRw. 
 
                                               




In the film, Sadie is able to ejaculate through a continuous stimulation of her 
clitoris. She uses a vibrator to climax not Jesse’s penis. Before ejaculating, her clitoris is 
progressively aroused and stimulated thanks to a series of gestures, such as caresses and 
kisses on and around her clitoris as well as when Jesse penetrates her. It is important to 
note that she was able to orgasm after these pleasurable acts were performed on and by 
her, but most importantly because she succeeded in feeling completely relaxed (as argued 
previously, given her joyful mood manifested through excitement, laughter, and ease). 
Reaching this state was also possible because Sadie took control of her pleasure knowing 
what works for her body. Clitoral stimulation may seem irrelevant to discuss as a sexual 
practice, especially if a society’s sexual liberation is measured by online porn’s ubiquity. 
However, there is a longstanding taboo, as well as an inability to understand its crucial 
erogenous and orgasmic purpose in female sexuality. And it is because of this ignorance 
that proper clitoral stimulation has frequently been omitted in mainstream 
heteronormative porn, or when performed, was done poorly, for the camera’s sake. 
Hence, the emergence of female filmmakers who portray sexual practices that are more 
authentic to a vulva owner’s experience of pleasure and climax. Female Ejaculation has 
the potential to feel empowering for a female viewer who sees female pleasure prioritized 
and honored. Indeed, female anatomic parts that are essential for pleasure have been 
historically dismissed and mutilated for centuries. The stigma around the clitoris, in 
particular, left its marks culturally, socially, and even medically. Feminist and queer 
pornographic discourses play a capital role in their portrayal of female sexuality and the 




4.3 At Times Fascinating, at Times Disgusting: A Brief History of the Clitoris  
In order to understand the evolution of female sexual agency and the relevance of 
Female Ejaculation, awareness and knowledge of certain historical events that caused the 
clitoris to be an object of fascination, negligence, and even abhorrence is helpful. As 
Michel Foucault has extensively shown in his works on The History of Sexuality, the 
process of naming, pathologizing, and condemning as a characterizing mechanism of 
Western societies. In the first volume of The History of Sexuality Foucault distinguishes 
four strategies “which, beginning in the eighteenth century, formed specific mechanisms 
of knowledge and power centering on sex.”469 The first one is the hysterization of 
women’s bodies and Foucault describes it as follows: 
A threefold process whereby the feminine body was analyzed-qualified and 
disqualified—as being thoroughly saturated with sexuality; whereby it was 
integrated into the sphere of medical practices, by reason of a pathology intrinsic 
to it; whereby, finally, it was placed in organic communication with the social 
body (whose regulated fecundity it was supposed to ensure), the family space (of 
which it had to be a substantial and functional element), and the life of children 
(which it produced and had to guarantee, by virtue of a biologico-moral 
responsibility lasting through the entire period of the children’s education): the 
Mother, with her negative image of “nervous woman,” constituted the most 
visible form of this hysterization.470  
 
Historically speaking, in Western culture, the clitoris was mentioned for the first 
time in the 16th century. According to clinical sexologist Jean-Claude Piquard, Mateo 
Renaldo Colombo was the first person to study the clitoris, in 1559, in Padua, Italy.471 
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Colombo wrote “the clitoris is the site of female pleasure by excellence,”472 highlighted 
the erection of the clitoris, and made an analogy between the clitoris and the penis, a 
concept that would remain until the beginning of the 20th century.473 Later on in 1627, 
Giulio Casseri, also in Padua, published an anatomy book featuring a drawing of the 
clitoris. In 1680, it is the Dutch anatomist and artist Ruysch who draws an infant with 
vulva and a clitoris.474 Piquard argues that at that time, the clitoris was known and 
recognized as the “organe de la volupté,” or the organ of sexual delight.475 Piquard goes 
on to explain that female pleasure was considered a positive factor since it was connected 
to fertility, however, an excess of lasciviousness in women with no reproductive purpose 
was problematic.476 The  belief that the clitoris was necessary for reproduction 
progressively ceased with a combination of scientific discoveries and moral beliefs, 
among them, the discovery of the functions of the ovaries and of spermatozoids, which 
happened along with the moral condemnation of onanism in men first and then in 
women.477 Piquard notes that it was during the Enlightenment in the 18th century that 
masturbation became a punishable act.478 “Masturbation”, a word created by Montaigne 
at the end of the Renaissance,479 became punishable under the pretext that sperm, seen as 
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the valuable element that transmits life, could no longer be wasted by this immoral 
practice.480 
In London in 1712, a Protestant surgeon named John Martel published Onania, in 
which he condemns onanism erroneously invoking an episode of the Bible.481 Stealing 
the meaning of the word “onanism”, Martel invokes a divine condemnation of 
masturbation.482 The connection between masturbation and the clitoris is that of 
obscurantism, notably manifesting itself as the possibility of getting sick or even dying 
for pleasuring oneself.483 At the same time as masturbation is morally punished, the 
clitoris is described in some books as being problematic when too big; if a female had an 
“abnormally” enlarged clitoris, it was thought that she was too phallic, too 
promiscuous.484 Doctor Clément, in his guide to women’s sexual health published in 
1875, suggested that the best remedy against a “hypertrophy of the clitoris” was female 
circumcision.485 This practice was frequently executed in Protestant countries such as 
Germany, England, and the United States.486 However, the Catholic church encouraged 
its stimulation for married couples, in order for the vulva owner to become pregnant, the 
reasoning being that if she did not orgasm during sex, not only wouldn’t she be able to 
release her seed, but also neither would she release her sexual pulsion which put her at 
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risk of being ill, masturbating, and sinning.487 Throughout the 19th century, more 
scientists such as Henry Gray in England and Kobelt in Germany study and represent the 
clitoris in anatomy books, while new studies discover the menstrual cycle and prove the 
pointlessness of the clitoris for procreation.488 The contradictions in medical beliefs at 
that time was significant, and “differing views about female sexuality circulated 
throughout this time.”489 
Some doctors still believed in the Hippocratic myth according to which fluids 
trapped in the body could cause serious illness, such as hysteria and neurasthenia, and 
therefore needed to be released.490 Male doctors would stimulate their female patients’ 
clitoris, thus pathologizing the orgasm.491 Piquard notes that neurasthenia and hysteria 
were never diagnosed in male patients and that other illnesses and treatments existed for 
them.492 Medical masturbation was a lucrative business and single women would go 
frequently to their doctors to get treated with hydraulic massages, vibrators operating 
with crank handles, pedals, steam, or electricity.493 In The Technology of Orgasm: 
“Hysteria,” the Vibrator, and Women’s Sexual Satisfaction, Rachel Maines explains, 
Massage to orgasm of female patients was a staple of medical practice among 
some (but certainly not all) Western physicians from the time of Hippocrates until 
the 1920s, and mechanizing this task significantly increased the number of 
patients a doctor could treat in a working day. Doctors were a male elite with 
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control of their working lives and instrumentation and efficiency gains in the 
medical production of orgasm for payment could increase income.494 
 
 Once medical and religious institutions agreed that the clitoris was completely 
useless for procreation, and that its only function was female pleasure, more doctors 
initiated a crusade against the clitoris.495 One of them is Austrian psychoanalyst Sigmund 
Freud, whose ideology had a strong impact on social beliefs on female sexuality.496 In 
1905, Freud publishes Three Essays on the Theory of Sexuality in which he develops the 
ideology that little girls invests the clitoris in a disorganized sexual pulsion, while 
becoming an adult she should solely invest the vagina.497 If she does not invest her sexual 
energy in the vagina, she stays a little girl and therefore regresses.498 The idea of a 
vaginal orgasm is created by Freud, denying previous scientific proof that the clitoris was 
the source of female pleasure.499 Many psychiatrists and doctors adopted this popular 
ideology. Piquard argues that, socially speaking, the idea of the vaginal orgasm is 
comforting in a phallocratic system for the heterosexual man’s ego.500 There is no need to 
focus on female pleasure by stimulating her clitoris, and a simple penile penetration does 
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the trick. During the 20th century, sketches in anatomy books and dictionary entries 
progressively dissimulated the existence of the clitoris. As Piquard notes, this clitoridean 
obscurantism was certainly not trivial and mainstream scientific publishing gradually and 
willingly concealed knowledge of the clitoris until it reached its complete nonexistence in 
the 1960s.501  
In 1968, Anne Koedt published “The Myth of the Vaginal Orgasm,” in which she 
denounced the harm that Freudian thought and patriarchal scientific knowledge had 
caused in women, categorizing them as inferior to men.502 She explained that the only 
place where vulva owners can experience an orgasm is the clitoris and that consequently 
there is no such a thing as a vaginal orgasm. According to Koedt, vulva havers were 
defined through what made penis owners orgasm and their own physiology had not been 
properly analyzed. Instead, the myth of the vagina orgasm was invented, making vulva 
owners feel that they were frigid but could be emancipated if they were able to have 
one.503 The clitoris regained scientific attention thanks to Australian urologist Helen 
O’Connell and her research article “Anatomical Relationship Between Urethra and 
Clitoris,”504 published in 1998. O’Connell’s research was crucial in understanding female 
anatomy and the importance of the nervous system in vulvas. In her article, she raised 
concern about the loss of sensitivity during sexual activity in female patients who go 
through surgeries such as “partial and total urethrectomy, urethral and vaginal suspension 
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procedures, and partial and total vaginectomy.”505 This concern is further justified by her 
observation that medical literature is ignorant (or as Piquard suggested, deliberately 
ignorant) of the role of the clitoris in female sexual pleasure: 
Perhaps, of greater concern to the urologist and pelvic surgeon is whether during 
operations in the vicinity of the urethra tissues responsible for female sexual 
function are damaged. […] An extensive review of the literature indicates how 
seldom sexual function and its preservation are considered in the outcomes of 
these operations.506 
 
Female anatomy is complex, and to this day there is still shade in fully 
understanding how it functions and how certain parts should be named. In her article 
“The Anatomy of the Clitoris,” published in 2005, O’Connell still makes the same 
remark regarding the lack of accuracy in anatomy books: “the typical anatomical 
textbook description lacks detail, describes male anatomy fully and only gives the 
differences between male and female anatomy rather than a full description of female 
anatomy.”507  
O’Connell provided detailed information on the clitoris using not only extensive 
literature, but also MRI and 3-dimensional sectional anatomy reconstruction for more 
accurate representation.508 In her conclusion, O’Connell argued that scientific accounts, 
especially Kobelt’s, do not justify the lack of  “anatomical detail in pelvic surgical texts” 
and “anatomical textbooks.”509 She also opened the discussion about the lack of proper 
language to describe the biology responsible for female sexual response, and therefore, 
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the need for a common agreement on what anatomy should be included in the signifier 
“clitoris”:  
There is appeal in using a simple term, the clitoris, to describe the cluster of 
erectile tissues responsible for female orgasm. With time agreement will be 
reached as to whether the entire cluster of related tissues (distal vagina, distal 
urethra and clitoris including the bulbs, crura, body and glans) should be included 
in the term clitoris.510  
 
Furthermore, she suggested that finding the proper terminology to describe female 
anatomy would contribute to dispelling the Freudian myth of the vaginal orgasm as well 
as the physical existence of the G spot: 
The popular press frequently refers to a focus of female sexual function, namely 
the G spot. Grafenberg first described an erogenous zone located in the anterior 
vaginal wall […].Findings in cadavers and on MRI did not reveal any additional 
structure separate from the bulbs, glans or corpora of the clitoris, urethra and 
vagina that could be regarded as the G spot.511 
 
Female ejaculation, commonly called squirting, is defined as the “massive liquid 
discharge during arousal or orgasm”512 or as “the discharge of a noticeable amount of 
fluid from the urethra.”513 However this, apparently, is not available to all women. 
According to the article “Nature and Origin of ‘Squirting’ in Female Sexuality,” 
published by Salama et al., “although the prevalence of this phenomenon is difficult to 
evaluate, authors estimate that 10–40% of women may experience regularly or 
sporadically an emission of fluid during orgasm.”514  
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As Piquard and O’Connell have underlined, this article also notes the grey areas 
around female sexual anatomy:  
The exact nature of this fluid emission has been controversial for decades [5]. 
Indeed, whereas this fluid represents, for some authors, a mere vaginal hyper-
lubrification [6]; for others, it is produced by the Bartholin’s glands [7] or by the 
Skene’s glands 8, 9, also referred to as female prostate 10, 11. For some other 
authors, this fluid is rather a urinary emission 12, 13. More recently, insights were 
obtained into this issue, in particular, with the demonstration that the fluid is 
actually emitted through the urethra instead of the vagina or the Bartholin’s 
glands.515 
 
 The concept of vaginal orgasm as well as the shame around masturbation remains 
in the 21st century, which is why representing shame-free clitoral stimulation during sex 
in a feminist porn film has a political relevance. Choosing “female ejaculation” as the 
title of the film and as the finale of the sex scene places this practice at the center of 
attention. It is interesting to note that the title does not come without its load of questions 
and uncertainty since it is not clear what female ejaculation really is. The film’s 
performers’ prowess culminates focusing on female masturbation and ejaculation rather 
than in a money shot. As the aforementioned scientific articles have demonstrated, 
research on squirting and female anatomy is still in progress and Paulita Pappel’s film is 
an instance of a cinematographic exploration not only drawing attention to a controversial 
topic, but also demonstrating what the female body in ecstasy is capable of. In the film, 
the main performer, Sadie, fully focused on her vulva, comfortably stimulates herself 
until she climaxes. She chooses a double stimulation in order to orgasm, with a vibrator 
and allowing Jesse’s fingers to penetrate her, thus demonstrating that pleasure and climax 
                                               




in a heterosexual exchange is attainable without penile penetration. Similarly, the female 
participants to the study on squirting also reported the need for a vaginal stimulation with 
a partner’s fingers: 
They had their first experience of squirting during sexual stimulation within the 
past 5 years. They reported that this event was partner dependent, and in six of 
seven women, this fluid emission was only possible during or after digital 
stimulation of the anterior vaginal wall.516 
 
As Salama et al. conclude in their article,  
it is also noteworthy that squirting often results from the combination of direct 
mechanical stimulation of the anterior vaginal wall (around the so-called G-spot) 
and a facilitating emotional status, with extreme confidence and relaxation.517 
 
The simultaneous flow of excitement, arousal, and pleasure reaches a level of 
energy that Sadie eventually releases in the form of fluid emission. The satisfaction that 
results from it, is a powerful element to the female viewer. As we can notice from the 
previous pages of this chapter, the right for women to own, get to know, and enjoy their 
bodies and vulvas is still problematic socially, culturally, medically, and politically. 
Being able to reach a level of comfort, knowledge, and autonomy with one’s sexuality is 
vital. This vitality is the feeling resulting from the ability for the vulva owner, whether 
performer or viewer, to reach a state where they do not worry about their surroundings 
(whether immediate or distant) and are able to let go of any unwanted tension in order to 
surrender to the pleasure-function of the clitoris.  
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Vitality is not only experienced through an intimate exploration of the self, an 
inward movement that increases self-confidence, but also through the ability of letting go 
and interacting with a partner, an outward movement involving sharing.  
Conclusion 
In this chapter I have argued that feminist porn is inscribed not only in the 
political context of the sex wars, but also in the broader spectrum of Western culture and 
its conception of female sexuality. The chapter’s sections demonstrate how feminist porn 
can be entertaining in a way that appeals specifically to a female audience by inviting 
them to unlearn what culture had taught them about their bodies, and consequently to 
learn how to reclaim female sexual agency. By creating content that places the clitoris at 
the forefront of the sexual performance, Female Ejaculation deconstructs myths around 
the vaginal orgasm and demystifies female anatomy. 
Feminist porn film has proven to be a necessary part of the process to unlearn 
harmful sexual beliefs about female pleasure; and at the same time, demonstrate new 
possibilities for sexual creativity. Feminist porn constitutes a discourse about sex which, 
aware of the aesthetic and ethical challenges that heteronormative mainstream porn 
poses, strives to create sexual imagery that understands these challenges. Similarly, each 
wave of feminism has focused on addressing specific issues that the next wave would 
further scrutinize to lead to their resolution. When the second-wave feminist slogan “the 
personal is political” spread in US academic and social spheres, women’s sexuality and 
pleasure politics came to the forefront. As Royalle signals:   
When the women’s movement fought for a woman’s right to a fulfilling sex life, 




We empowered each other through books and consciousness-raising to learn 
about our bodies and our needs, without shame and guilt, and to expect nothing 
less than a respectful partner who cared about how we felt and would stop at 
nothing to please us.518  
 
In this context, creating a type of pornography that speaks to a female audience 
allows them to not only engage with the cinematographic material, but also makes clear 
that this material cannot be separated from its larger political meaning. Female porn 
constitutes an answer to anti-pornographic views, but also to male-oriented mainstream 
porn. To address the question posed in the introduction, Female Ejaculation has been 
interpreted as an anthropornophagic text in which empowering potential is possible 
through the swallowing of adversary representations of heterosexual pleasure and the 
prohibition of those very representations. As part of not only a Western feminist 
movement, but also a queer movement, feminist porn, and in particular Female 
Ejaculation, is inscribed in “the revolution of female pleasure, sexuality and orgasm,”519 
a revolution that has the potential to empower and transmit a sense of vitality to its 
participants. One of the challenges of this revolution, it seems, has to do with the 
responsibility of the pornographic discourse to transmit a feeling of authenticity to its 
viewer. Noting the low representation of trans women in queer porn, Tobi Hill-Meyer 
questioned, “Can feminist and queer porn represent all minorities?”520 Is explicit 
cinematographic art responsible for showing every ethnic or sexual group? While the 
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answer to this question may vary, it seems that for feminist and queer porn, the DIY 
culture has begun to provide answers. As a feminist porn film living in a porn website, it 
is clear that its existence is for profit, and Female Ejaculation can raise questions on the 
fair financial treatment of performers. Although it is claimed that ErikaLust films are 
abiding by a set of principles in order to produce ethical porn, one of them being 
transparency, the share of the performers is unknown, then setting their remuneration at 
the production’s discretion.521 The reality of the porn industry as a for-profit business and 
the financial inequalities among performers, directors, and producers constitute a serious 
challenge for feminist and queer porn, if they are considered in their full 
anthropornophagic expression. The following chapter further addresses those inequalities 
through pornoterrorism. 
  
                                               






María Basura’s Pornoterrorism: A Queer Revenge on European Colonialism 
5.1 Swallowing Porn and Heteronormativity: Postporn 
This chapter argues that the performance of intentionally offensive sexual acts can 
retroactively protest the abuse of colonization and slavery. It seeks an answer to the 
question “What is anthropophagic in pornoterrorism and how can this practice serve as a 
ritual to decolonize the body from the patriarchal oppressor?” This last chapter 
constitutes the last filmic illustration of what anthropornophagy can look like. Postporn 
activists through performance, activism, and film use sex as a practice to send a political 
message. Eating the enemy, whether it is imperialism, phallocentrism, heteronormativity, 
racism, or capitalism is performed for a viewer or an audience with the body as the 
artistic tool. Postporn performers such as Annie Sprinkle, Madison Young, Laura Milano, 
Diana J. Torres, or María Basura bring their sexuality forward to draw attention to the 
violence that resides not in the nudity of their bodies but in certain segments of society. 
After understanding what postporn offers, we will take a closer look at Fuck the Fascism!  
as anthropornophagous art of low culture as defined by Halberstam in The Queer Art of 
Failure.  
“Postporn”522 is a word created by Dutch artist Wink van Kempen in the 1980s to 
refer to sexually explicit photos whose purpose is not to arouse the viewer but rather 
serve as a critique and parody.523 Postporn started as an artistic and political statement in 
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the United States with the signing of a manifesto in June 1988. It is the result of years of 
queer and sex-positive feminist activism beginning in the early 1980s. The Post Porn 
Modernist Manifesto was written by Veronica Vera and signed by “18 or so signatories,” 
among them Annie Sprinkle, Candida Royalle, Frank Moores, and Leigh Gates. The 
manifesto, brief and concise, is a pledge to an awareness of the self as a sexual being 
challenged by “the Rubber Age,”524 a reference to oppressive masculinist power and the 
epidemic of AIDS. The manifesto is extended to a universal dimension because it 
includes not only “personal sexual evolutions”525 but the “sexual evolution of the 
planet.”526 The second part of the manifesto focuses on the signatories, with the use of the 
first person of the plural “we,” and adopts a more injunctive tone regarding the ideology 
on sexually positive exploration:  
We embrace our genitals as part, not separate, from our spirits. We utilize 
sexually explicit words, pictures, performances to communicate our ideas and 
emotions. We denounce sexual censorship as anti-art and inhuman. We empower 
ourselves by this attitude of sex-positivism. And with this love of our sexual 
selves we have fun, heal the world and endure.527 
  
In Legitimizing the Artist: Manifesto Writing and European Modernism 1885-
1915, Luca Somigli explains that the injunctive tone is part of the manifesto’s rhetoric, a 
strategy aimed at involving the reader in the global “we” so that the reader “[places] 
himself in the position of the emitter, to claim authorship of the principles delineated in 
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the manifesto.”528 This writing style suggests therefore that The Post Porn Modernist 
Manifesto had the dual intention of legitimizing sexually explicit production as art and as 
a right (“We denounce sexual censorship as anti-art and inhuman”), but also of inviting 
the audience to actively participate and take responsibility in this sexual exploration. 
Postporn finds its legitimacy as a transnational movement in the plurality of 
artistic and activist voices focused on the representation of non-normative sexualities. 
The existence of various manifestos such as The Contra Sexual Manifesto (2002) of Paul 
B. Preciado or Annie Sprinkle’s Post Porn Modernist Manifesto (1989) also serve to 
identify postporn as a vanguard movement. There is a general consensus that commercial 
pornography from the 20th and 21st centuries were produced generally for a 
heteronormative male audience. This has engendered harmful consequences on its 
participants (both the viewer and the performer) by only tolerating rigorously codified 
and confined sexual roles. In other words, the artivists of the postporn movement agree 
that the normalization of bodies and sexualities is harmfully stifling. 
Annie Sprinkle (Ellen Steinberg), a former porn star and sex worker who holds a 
PhD in Human Sexuality, published her manifesto The Post Porn Modernist in 1989. 
Between 1989 and 1996, Annie Sprinkle performed in a show similarly titled The Post 
Porn Modernist. In Annie Sprinkle’s website, one can read the following description of 
the show:  
The Post Porn Modernist Show chronicles Annie Sprinkle’s careers as a sex 
worker, pro-sex activist, and artist; then later her interest in “Tantric Sex,” 
Feminism, lesbian culture and Goddess mythologies. It draws from her personal 
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experiences working in the sex industry, as a prostitute and star of pornographic 
films, and incorporates many performance devises learned while working in 
burlesque. The show is a complex anthology of Sprinkle’s life experiences, as 
well as her research into human sexuality and spirituality.529  
 
In her performance, Annie shares sweet, funny but also painful moments of her 
life with frankness and humor. In one of her 1996 performances in Australia, Annie 
shares the following: 
So, I decided to create some of my own sex films and videos my way. The first 
one I did was Linda/Les & Annie, the world’s first F2M transsexual love story, 
and in the process created a new film genre—docuporn. Then I made Rites of 
Passion—a beautiful film about my introduction to Tantra, I also helped create 
the new “couples erotica” genre, The Sluts & Goddesses Video Workshop or How 
to Become A Sex Goddess in 101 Easy Steps, became a classic. I became one of a 
small group of pioneer women creating sexually explicit media with a new, 
feminist vision.530 
  
This excerpt not only shows how her feminist work grew as part of what is known 
today as feminist or queer porn, but also how postporn grew out of feminist and queer 
politics.  
 
Figure 50. Public Cervix Announcement. http://bit.ly/2GU9Lfm Access date: August 7th, 2019. 
 
                                               






Part of Annie Sprinkle’ show has a section titled Public Cervix Announcement in 
which Annie invites the audience to observe closely her cervix with a speculum: “You 
know, a cervix is such a beautiful thing to see, such a magnificent mystery, it’s where 
we’re all from, and sadly most people never have the opportunity to see one. Well, I 
showed my cervix in 28 cities in eight different countries to thousands of people.”531 She 
would then involve the audience making the performance interactive and pushing them to 
question taboos around the female body. One of the values of Public Cervix 
Announcement lies in the ability to offer a critique of medical discourse and the porn 
industry with humor and sensuality. She positions herself not only as a patient with a 
speculum inside of her, but also as a doctor-pornographer-educator who tells her 
audience where to look. The pun between “public service announcement” and “public 
cervix announcement” suggests that Sprinkle’s public service through the display of her 
cervix is aimed at educating her audience on a part of the female body that is rarely 
discussed in public. Commenting on the absurd as a critique of porn, Spanish philosopher 
Paul B. Preciado writes: 
In this way, Sprinkle reduces the imperative of female sex maximum visibility 
found in traditional porn to the absurd. Sprinkle teaches us that porn produces the 
truth of sex that it pretends to represent: a cinematographic genre made of fiction, 
of codes, conventions, normative representations... of which the dominant 
narrative is constructed to satisfy a heterosexual male gaze. Sprinkle asks us: what 
is the body represented by pornography? Why and for whom does it appear as 
exciting? What are the limits of pornographic representation? What is that which 
when represented prevents excitation?  
For me the notion of Sprinkle’s postporn serves to name an ensemble of 
initiatives of criticism towards the dominant pornography which far from giving 






up the representation of sexuality, positions itself in the production of dissident 
representations.532 
 
Her performance constitutes the base of the postporn movement and its interest in 
approaching the body as a field for sexual liberation and exploration. As a result, 
Sprinkle’s performance inspired artists in the United States, Western Europe (mainly 
Spain and Germany), and Latin America (mainly Mexico, Colombia, Chile, Brazil, and 
Argentina).533 Some of these artivists form collectives such as Antropofagia Icamiaba, 
PosOp, GoFistFoundation, or Medeak.534 The map below made by Lucía Egaña Rojas, 
presents a list of Latin American postporn artists, theorists, and collectives in 2014.  
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The fact that postporn is a relatively recent movement suggests precisely that it is 
still in movement, changing constantly, creating new collaborations, and finding new 
terrains to explore.535 At the same time, this makes it a challenging movement to capture 
and define. As Lucía Egaña has highlighted, it is not possible to define postporn through 
its aesthetic practices, but it rather finds meaning by means of its political revindications 
and collective work: 
Something like postporn cannot be exclusively defined by its content, but rather 
by the political process it produces or sets off. As a result, many of these 
processes have dissident representations: a series of video productions, 
performances and interventions; they also manifest themselves in pedagogical or 
transfer contexts (workshops, discussions, conferences) or in informal/casual 
situations (parties, fortuitous encounters, networks). In order to reunite all of the 
above, it is essential for the definition of a postpornographic field to organize 
events such as festivals or conferences around the thematic of sexual 
disobedience, and non-normative bodies and sexualities.536 
 
Indeed, as Egaña’s map demonstrates, the movement spreads throughout the Latin 
American continent and finds numerous expressions. In the US, Sprinkle’s Post Porn 
Modernist Show was also an inspiration to female pornographer and artivist Madison 
Young who, in 2017, took her one-woman-show Reveal All Fear Nothing on the US 
road. In this show, she shares her journey as a porn star, a female pornographer, an artist, 
and a mother. In the same way as Sprinkle ridiculed the male gaze thirst for 
hypervisibility, Madison Young invites her audience to examine her cervix with the help 
of a speculum and a flashlight.537 
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 Figure 52. Reveal All Fear Nothing. Source: Madison Young. Access date: August 7th, 2019. 
http://bit.ly/2wk0ZEX. 
 
These examples serve to show how postporn performers inscribe their political 
claim in a sexual praxis. Through their artivism postporn artists seek to create, question, 
explore, and represent their sexuality away from the heteronormative sphere, as well as 
empower themselves through this sexual praxis. The postporn movement has close 
connections with feminist and queer porn, since the three artistic expressions share 
similar political and sexual principles. However, postporn goes further in terms of 
anthropornophagy, meaning, it is more radical in its political position when it comes to 
aggressively devouring its heteronormative capitalist enemy in a culturally 
anthropophagous act. Not only does it seek to destroy heteronormative pornographic 
representations by featuring alternative or marginal sexual aesthetics and practices, but it 
also attacks the commercial porn industry as a harmful capitalist machinery mostly 
benefiting one social group, heterosexual men: “Another relevant issue on the criticism 
around the heterosexual matrix of porn is that the artists and activists who make an 




consumption for which the product is the promise of pleasure and sexual desire.”538  The 
postporn proposition shares with queer porn a mutual desire to deconstruct gender and 
sexual dichotomies. Both found their theoretical framework on poststructuralism and 
queer theory. It is not uncommon to read postporn literature and encounter names such as 
Foucault, Derrida, Deleuze, Preciado, Harraway, Butler, Wittig, De Lauretis, Sedgewick, 
or Halberstam. 
 Postporn is therefore an initiative that focuses on self and collective exploration, 
agency and knowledge of one’s sexuality. Most of postporn artistic expressions have a 
political purpose in common, which is to question, destabilize, and subvert traditional 
concepts of sexuality that proved to be harmful to performers and non-heteronormative 
communities at large. It became important for performers to unite at collective 
performances and festivals to reach subcultures located in different geographic spaces. 
One example of these is the Muestra Marrana (2008-2016), a festival which first started 
in Spain and then was exported to Mexico and Ecuador. The Muestra Marrana Facebook 
reads as follows: 
 
Its main goal is to show audiovisual productions related to marginal and/or 
subversive sexualities. […] All the films that we select for the exhibit contain 
something that differentiates them from mainstream porn, sometimes they are not 
even porn, although what propels us to select them is their tie, direct or indirect, to 
human sexuality. 
We want to oust heteronormative pornography because we do not see in it 
anything interesting beyond the masturbatory, and if we’re going to jerk off with 
something like this, we might as well do it on our own at home. 
We believe that many of the films and short films that we show are didactic. This 
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is maybe one of the basic differences with mainstream porn, which can only teach 
to mechanize the sexual act, turn women into objects, and significantly reduce the 
visibility of practices, bodies, genders, and sexualities.  
Some movies live within the commercial sphere (a virus within the system, in our 
opinion), others are self-managed and autonomous productions completely out of 
the commercial market. Some are works of art, also out of the art circuits. Others 
are smaller cinematographic vintage fetishes, shot more than 20 years ago with 
very different intentions from those we have to show them today. 
In the Muestra Marrana, there will always be a space for dialogue and 
conversation. We do not want it to be a marathon of screenings, but an open mic 
and a space for exchange and confrontation on pornography, postpornography, 
and the representation of sexuality.539 
 
The pedagogic component of the films displayed at the festival is a relevant 
characteristic that the Muestra Marrana claims to provide. The films and the 
conversations taking place during the event seek to present sexuality in an explorative, 
provocative, and artistic way. In this regard, the Muestra Marrana is similar to PopPorn 
Festival. They both seek to destabilize and break stereotypes on gender and sexuality at 
the same time as they promote artistic or filmic productions displaying nonnormative 
ways of thinking about sexual and emotional agencies. Postporn events such as the 
Muestra Marrana seek to deconstruct supposedly natural conceptions about gender 
expressions and sexual acts, phallogocentric and normative sexual views. It also works to 
weaken certain dichotomies such as private vs. public space, high vs. low culture, and 
dismantle any representation that reinforces racism and the discrimination of disabled 
communities.  
                                               






In Postporn Factory: Sexual Dissidence, Art and Self-management in 
Postpornography, Laura Milano,540 an Argentinian academic and activist, demonstrates 
how the postporn movement has traveled from the United States and Europe to Latin 
America. Postporn artivism claims the artistic creation of counter discourses within a 
social system that produces normal sexual scripts. Hence Milano’s acknowledgement that 
without commercial pornography there is no postpornography. Indeed, both artifacts 
function almost antagonistically ethically, ideologically, aesthetically, and financially. In 
that regard, Milano specifies the financial management of postporn festivals is 
autonomous: “Just as commercial pornography works with cycles of production, 
distribution and consumption that are typical of any industry of the capitalist market, 
postporn can be thought as a creative and productive factory that generates new forms of 
displaying sexuality from a perspective that is not only feminist, but also autonomous and 
anticapitalist.”541    
Postporn is a practice that resists categorizations. As it incites its participants to 
question social, cultural, sexed, and gendered categories, it creates new sexual and 
political discourses. As seen previously with Lucía Egaña, postporn being itself in 
constant movement, it becomes almost impossible to define it.542 However, the common 
elements of postporn art are the political process that performances and encounters lead 
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to: video productions, performances, artistic interventions, workshops, talks, parties, 
random encounters, and networks.543 Postporn encompasses actions that share a common 
political message of a counter normative attitude, specifically, “a quest to erode the 
foundation that organizes sexual life governed by heteronormativity.”544 Egaña defines 
heteronormativity as “a social, political, and economic regime organizing social 
functioning which is itself institutionally validated by means of distinct strata (family, 
church, medicine, science, etc.). Heteronormativity is maintained through “dichotomies, 
binarisms, and hierarchies.”545 The term, which was first introduced by Michael Warner 
in “Fear of a Queer Planet,” the introduction to Social Text journal, refers to how much 
heterosexual identity permeates cultural norms.546 Egaña’s definition echoes Warner’s, 
who in 1991 conceived heteronormativity as a “sexual order that is so deeply embedded 
by now in an indescribably wide range of social institutions, and is embedded in the most 
standard accounts of the world, queer struggles aim not just at toleration or equal status 
but at challenging those institutions and accounts.”547  
For Egaña, a postporn methodology is focused on postporn creations rather than 
their aesthetics.548 She synthesizes the postporn methodology as: 
A rejection of the naturalization of hegemonic sexuality (perpetuated through 
multiple power institutions such as medicine, church, science, among others, and 
the inertia of socially legitimate attitudes) starting from the identification of the 
technologies through which it operates; the re-appropriation of the 
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aforementioned technologies, in this case those of visual or corporeal 
representation, or other sexual technologies; and lastly, the public visibility of the 
results and processes that these operations produce.549 
 
The postporn movement therefore pretends to operate on several levels. The 
definitions of Lucía Egaña and Laura Milano intend to contribute to reaching a more 
accurate understanding of the postporn phenomenon, including its transnational and 
sometimes precarious character. Perhaps Fabián Giménez Gatto best clarifies the 
aesthetic vision of this young movement. In his book Postpornography (2014), Gatto 
conceives postporn as an artistic expression that goes beyond the limits of pornography 
by including visual images considered obscene that go beyond the limiting rules of 
representation in commercial pornography. His theoretical framework relies on French 
philosopher Jean Baudrillard’s definition of obscenity according to which the obscene is 
any zoomed-in image of any part of the body (face, sexual organs, etc.) that gives the 
viewer extremely detailed information, hypervisibility.550 Gatto is interested in looking at 
how postpornography gave it a different meaning to the obscene currently present in hard 
core pornography: “postpornography will operate a twisting within the codes of 
pornographic representation, will appropriate the panoply of signs for sex—its erectile 
and ejaculatory truths—and will make them obvious in different ways, tracing new lines 
of visibility within the pornographic apparatus.” 551 Twisting codes is part of the 
anthropornophagous character of postporn, a movement that eats commercial porn 
conventions and regurgitates them into something else. As an example, Gatto analyzes 
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the experimental short film The Operation (1995) of Jacob Pander and Marne Lucas, in 
which a couple having sex is filmed with an infrared camera. Here the body is no longer 
obscene not because it is depicting an explicit sex scene, but because the infrared camera 
allows the viewer to dive deeper in the bodily reactions to sexual pleasure. The viewer 
gets a visual appreciation of the body’s sexual physiology thanks to the changing colors 
of the infrared that are displaying the pleasure that the performers feel in their erogenous 
zones. Gatto, tells us, that “the body temperature becomes the non-mimetic representation 
of pleasure, the sexual sign par excellence of these ‘burning bodies.’”552  
5.2 Fuck the Fascism! A Pornoterrorist Attack Where Sexuality is the Weapon 
Fuck the Fascism! is a self-produced short film by Latin-American postporn 
activist María Basura, created in 2016 that aims at denouncing the economic and physical 
exploitation of indigenous people. Fuck the Fascism! pretends “to expose the real history 
behind the monuments that glorify genocide, tyranny, and slavery.”553 Through the 
physical humiliation and material degradation of monuments representing the heroes of 
European imperialism, María Basura seeks to bring awareness to a legacy “built on theft, 
abuse, and blood”554 and transmitted by “national heroes.”555 This form of body activism 
is defined by María Basura as pornoterrorism, a form of radical political protest that 
combines sexual arousal with terror. María Basura, whose name unites the purity of the 
Christian name with the impure Spanish word for “trash,” blends the pleasure of her 
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sexual acts with her outrage stemming from the European colonial domination of 
indigenous populations. Spitting, masturbating, urinating on monuments erected after 
European colonizers constitutes a symbolic yet palpable revenge.  
María Basura disseminated her short film at several porn film festivals and it also 
lives online on https://fuck-the-fascism.blogspot.com/ and on 
https://vimeo.com/185862842. On both sites, an extensive explanation on the film’s 
purpose is added as well as a manifesto that reads as follows:556 
We come out to the streets. Monsters, mutants, queers, sudakas, migrants, 
dissidents; those who wake up and want to wake up others. Breaking down the 
walls imposed by (dis)knowledge. We fuck back the glorified asses of fascist 
dignitaries, heroes of colonialism. We fuck them, and in the crime scene we 
ejaculate real history on their stone bodies. 
PORNTERRORISM, we stick at your word. With our subversive crotches we 
fight the pornography of this system, of this history, of these legacies which are 
still existing; economic inheritances, political power, yesterday’s latifundia, 
today’s conglomerates, tomorrow’s eternal owners... Come and join us, the world 
is full of monuments waiting for you to fuck them. 
WE DON'T HAVE, AND WILL NOT HAVE ANY RESPECT! 
NOTE: THIS PROJECT HAS NO KIND OF MONETARY FUND. UP UNTIL 
NOW, EVERYTHING HAS BEEN SELF-SUSTAINED BY THE PEOPLE 
INVOLVED IN IT. 
*(1) Funa (From Mapudungun’s funa, action of rot; it has taken the connotation of 
“ruin, that which ruins or spoil something”) It’s the name given in Chile to a 
manifestation of public denounce and repudiation against a person or group which 
did something wrong). 
Tuesday, October 4, 2016.557 
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The sensationalist tone of this text interprets history in a radical and alarming 
way, attempting to push the reader to feel discomfort, anger, and negative emotions in 
general. Affecting the reader, in particular the conservative reader, is an intentional 
initiative aimed at forcing the audience to reflect upon the effects of colonialism. By 
placing her audience in a zone of discomfort, María Basura’s performances push the 
limits of the politically correct and serve as a reminder that the obscene is not necessarily 
found in nudity or in a sexual performance, but should also be found in the abuse and 
harm caused by colonization and capitalism on Indigenous populations. Based on the 
manifesto and her blog entries, the vulgar style of María Basura’s performances can be 
interpreted as an unapologetic revenge, one that seeks to make European political powers 
pay for humiliated, trashed, and destroyed Indigenous people. The strategic triggering of 
negative emotions in the viewer, and their deliberate offense is the strategy behind María 
Basura’s pornoterrorist activism.   
 






 The opening scene of Fuck the Fascism! shows María Basura in bed caressing, 
licking, and spitting on the book Beasts and Men: Being Carl Hagenbeck’s Experiences 
for Half a Century Among Wild Animals, as her own voiceover is reading an excerpt from 
the book. She then frantically rips apart the book’s pages while moaning with pleasure. 
As she gets back to herself, she repeats the name of Hagenbeck and gets up. Repeating 
his name corresponds to the moment when she decides to prepare for revenge. The scene 
ends and leads to a series of black and white photos that serve as the motive of the 
pornoterrorist act: the portrait of Hagenbeck, pictures of Indigenous people, and then of 
the building of the French Colonial Exhibition. At the same time, the voiceover turns into 
a distorted robotic voice and recites the following: “German businessman. Precursor of 
the current system of zoos. In 1874, Hagenbeck started his business in human zoos where 
exotic populations and wild animals were exhibited.”558 As a warning of what is about to 
follow, the robotic voiceover turns into María Basura’s voice: “we announce to all of 
Carl Hagenbeck’s family that we are going to fuck them directly from Hell.”559  
 
Figure 54. Fuck the Fascism! Source: María Basura. Access date: August 12th, 2019. 
http://bit.ly/2ZvNwXO  
                                               






As she announces that she is going to rape Hagenbeck, María Basura talks to a 
white dildo, the phallic representation of patriarchy and colonialism. The violent sexual 
act is later performed on a monument containing Hagenbeck’s name. The robotic 
voiceover goes on to explain how indigenous groups, women and children in particular, 
were selected, based on their “singularity or eccentricity” in order to perform 
“sensationalist scenes.”560 The voiceover adds that in order to attract public interest, the 
names of each indigenous peoples were replaced by the names of the places where they 
came from.561 The political meaning of Fuck the Fascism! is expressed through these first 
scenes which lay out the context and damage caused by colonialism on Indigenous 
people. Through her artivism, María Basura, a “sudaka,” or South-American living in 
Europe, reveals a hybrid quality. Donna Haraway’s Manifesto for Cyborgs sheds light on 
María Basura hybrid artivism:  
To recognize “oneself” as fully implicated in the world, frees us of the need to 
root politics in identification, vanguard parties, purity, and mothering. Stripped of 
identity, the “bastard” race teaches about the power of the margins and the 
importance of a mother like Malinche. Women of color have transformed her 
from the evil mother of masculinist fear into the originally literate mother who 
teaches survival.562 
  
Haraway gives importance to the Malinche in a way that is reminiscent of Octavio 
Paz’s Labyrinth of Solitude, an analysis of Mexican culture with regards to the Malinche 
and the frustration of being a mestizo culture. This stands in opposition to misogynist 
traditional discourse that condemns her for being the woman responsible for the sorrows 
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of her future Mexican children. The importance of hybridity, acceptance for ambiguity, 
and complexity, are also traits that were developed in Gloria Anzaldúa’s book 
Borderlands/La Frontera: The New Mestiza and her concept of the New Mestiza: 
In a constant state of mental nepantilism, an Aztec word meaning torn between 
ways, la mestiza is a product of the transfer of the cultural and spiritual values of 
one group to another. Being tricultural, monolingual, bilingual or multilingual, 
speaking a patois, and in a state of perpetual transition, the mestiza faces the 
dilemma of the mixed breed: which collectivity does the daughter of a dark-
skinned mother listen to?563  
  
María Basura’s cultural identity sits among that of a feared and strong Malinche-
like mestiza who is politically active and whose revenge takes place on European ground. 
Basura’s pornoterrorist act starts with her wearing a strap-on dildo and raping Hagenbeck 
stone monument. From a performative stance, María Basura is using a dildo to force 
herself on the monument and adopts a male position by being the penetrator. As Judith 
Butler’s theory of gender as a performance has demonstrated, the repetition of gendered 
acts is a learned practice. In Performative Acts and Gender Constitution: An Essay in 
Phenomenology and Feminist Theory, Butler writes: 
The act that one does, the act that one performs, is, in a sense, an act that has been 
going on before one arrived on the scene. Hence, gender is an act which has been 
rehearsed, much as a script survives the particular actors who make use of it, but 
which requires individual actors in order to be actualized and reproduced as 
reality once again. The complex components that go into an act must be 
distinguished in order to understand the kind of acting in concert and acting in 
accord which acting one’s gender invariably is.564 
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Butler’s theatrical language is compelling. It is no surprise that Butler’s article 
was published in the Theater Journal. The words “act”, “script”, “actors” are applied to a 
non-theatrical life, but rather a social and public stage.565 The role of acts in individuals’ 
lives are the combination of gestures, clothes, body movements, expressions that one 
performs and that attribute a gendered script to that individual. Gender is therefore 
performed from the beginning of one’s existence and is closely related to one’s relation to 
their environment and culture. It’s the repetition of those acts that solidify the gender 
construction. In the case of María Basura, wearing a strap-on disrupts the normative 
female gendered performance. She is the penetrating subject and her power is tied to her 
performance as a whole and to how she decides to use the phallic object. 
María Basura’s body is a laboratory for experimentation with the use of 
technologies to modify it (the use of strap-on dildo, masks, whip) and becomes the 
central place for social and political critique. Here Haraway’s Manifesto is a useful 
theoretical contribution to understand the hybrid construction of the body and technology. 
Haraway presents the cyborg as a metaphor to emphasize hybridity, gender crossings, and 
confusion of boundaries: “Communications, sciences and biologies are constructions of 
natural-technical objects of knowledge in which the difference between machine and 
organism is blurred; mind, body and tools are on very intimate terms.”566 The tools that 
María Basura uses to attack the monument are sometimes used on herself. After she 
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penetrates the stone and the soil in front of Hagenbeck’s stone, María Basura also uses 
the dildo to make herself regurgitate. She completes her pornoterrorist act by splashing 
what looks like blood and by urinating on Hagenbeck’s stone.  
 These offensive acts constitute the anthropornophagic message that María Basura 
sends to shake her viewers. The pornographic aspect of the queer performance causes 
disgust, discomfort, and temporarily aligns with the main anti-porn stance of porn being 
inappropriate, dirty and offensive:  
Heteronormative common sense leads to the equation of success with 
advancement, capital accumulation, family, ethical conduct, and hope. Other 
subordinate, queer, or counter- hegemonic modes of commonsense lead to the 
association of failure with nonconformity, anticapitalist practices, 
nonreproductive life styles, negativity, and critique.567 
 
The refusal to conform with successful narratives in the hegemonic heterosexual 
and capitalist realm stems from the indignation of unacceptable practices such as 
colonization and indigenous exploitation. In Fuck the Fascism!, low culture, ugliness, 
negativity, and failure are used to actively protest racism, heteronormativity, anti-colonial 
fight, and exploitation.568 
The deliberate combination of pornography and terrorism works at two levels. In 
an interview on pornoterrorism, Diana J. Torres explains her intention when creating this 
type of performance:  
When you say “terrorism,” society gets terrified and when you say “porno” 
society feels arousal. Then, through pornoterrorism my intention is to create a 
state of excitement that creates a feeling of openness, because usually when 
people are horny, they are open. Basically, the idea is that if I want to 
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communicate a political message to change society, to change something I don’t 
like, what I do instead of attacking people directly is arouse them and then 
terrorize them. What I mean by that is, when you watch the news, you’re seeing 
gutted people while eating your meal and this desensitizes us. Watching the news 
doesn’t inform us, it desensitizes us, it makes us immune to all this so that we 
don’t feel anything, so we are unable to react. So, I take all this “pornographic” 
content, because TV news is pornographic and it’s socially acknowledged, so 
what I do is that I take all this content and I transfer it to a sphere where people 
can be sexually excited and can channel all this rage. That’s the point, to channel 
the rage. Because society incites you to feel rage. If you are a human being with 
feelings, you cannot be immune to all that happens in the world. So, one way of 
doing so is through sexuality, by developing it in its wholeness.569 
 
Diana’s intention of creating a feeling of openness through sexual arousal seems 
to go beyond the function of a pornographic performance since she uses that excitement 
for a different purpose. To arouse and terrorize her audience, to excite then shock them is 
her way of bringing attention to certain issues. According to Ogien, “in all societies, no 
matter the time era, human beings would have expressed the same ambivalence regarding 
sexually explicit representations: attraction and repulsion, desire to see and to show on 
the one hand, will to forbid on the other hand.”570 Her sexuality is the tool that she uses to 
talk about political issues; her performances are pornographic. She has sex on stage with 
other performers, but her incorporation of social or political issues during sex 
intentionally sends a troubling, confusing, and terrorizing message to the audience. It is 
interesting to note that her use of the word “pornographic” when describing the TV news 
is synonymous to “obscene.” María Basura posits that it is not her sexual assault of 
Hagenbeck’s monument or penetration of the soil that is obscene, but rather the 
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exploitation and exhibition of Indigenous groups in Europe that is. For María Basura, as 
much as for Diana J. Torres, choosing to provoke the viewer with sexual acts and 
political injustices point to the need for individual and collective change in the way the 
Western world views the non-Western world. According to Diana J. Torres, sexual 
experimentation has a potential to liberate not only sexually, but also politically: 
 
There are two basic political messages. One of them is sexual liberation: everyone 
has a right to feel their sexuality without social connotations. Society conditions 
us to behave one way or another, especially with mainstream porn, the dominant 
pornography. It conditions men to be only penetrating subjects, and also that the 
genitals are the only way of having sexual pleasure when the entire body is 
aroused. What I try to do is to undo the mechanisms that society inflicts upon us 
[…]. It’s a mechanical sexuality, we are like robots. The porn that we see contains 
the typical cum shot, penetration, both in hetero and gay porn. This would be the 
first message: to free sexuality, everyone is able to develop their sexuality taking 
into account that society conditions that sexuality. If you are a man you cannot be 
penetrated, otherwise you’re a faggot. The belief that a heterosexual man cannot 
enjoy his prostate, because, if he’s penetrated, he’s a faggot, is typical in 
European and American societies. The second political message is the reaction to 
what is happening in the non-Western world. Here, we live in a pleasure bubble, a 
consumerism bubble where we have easy access to many things. We have 
electricity, water, food, and we never think that a significant part of the world 
does not have access to these things. So, on the one hand, you develop your 
sexuality and you will be a stronger person to face the world. Not as a European, 
not as a middle-class person, but as a human being. […] Through your sexuality a 
lot can be developed politically.571 
 
Torres’s divided cosmovision, of a rich “first” world vs. a poor “third,” generates 
a questionable world view. The perception of the world as being primarily divided into  
colonizer and colonized is problematic. The article “Pospornografía: ¿Vector decolonial o 
sofistificación de la maquinaria imperial?” by Edgar Giovanni Rodrígues Cuberos is 
useful to understand the relationship among the postporn movements in Europe, the US, 





and Latin America. In his article, Cubreros questions to what extent postporn is moving 
away from a “modern eurocentric condition” when considering that feminist movements 
in the US made possible postpornographic performances today.572  In a similar way, 
Laura Milano questions “ how can we appropriate postporn so it becomes a powerful tool 
to eroticize and activate our sexual imaginary and not simply a colonizing dildo that 
penetrates implacably and invasively?”573 These concerns are echoed in Diana 
Pornoterrorista when she claims to want to liberate individuals sexually so that they 
become “a stronger person to face the world. Not as a European, not as a middle-class 
person, but as a human being.”574  
Cubreros connects minorities in the US, such as Black and Latino communities, 
lower economic class groups and non-heteronormative human beings to Latin American 
postporn. Because the contestation originates from the “subaltern,” the world witnesses a 
distribution of knowledge on biopolitics that also originates from the so-called “Third 
World.” 
Entering in the context of postpornography, Cubreros envisions a sexual 
decolonization, that is at the corporeal level this time. He discusses pornography and the 
new media as the colonizer of a body and a geographical region that is violently 
manipulated: “this excessive hyperproduction of pornography is what I call here the 
‘cultural blow job,’ a constant ‘fellatio’ that codifies experiences and that due to the 
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multiplication of images implements behaviors that have a direct effect on the body.” 
Deducing from Diana’s previous comment on the mechanization of sexuality and María 
Basura’s raping of European men monuments, pornoterrorism is a distinctly decolonizing 
artivism. This type of postporn consists of a bodily decolonization from normative 
sexuality and a mental decolonization from what María Basura calls fascism.  
Another challenge at stake in pornoterrorism is the invisible enemy. In La liberté 
d’offenser: Le sexe, l’art et la morale (The Freedom to Offend: Sex, Art, and Morals), 
Ruwen Ogien raises a number of questions regarding sexually explicit art and censorship. 
When discussing porn films, he claims that the question of the freedom of sexually 
explicit representations is as permissive as his conception of the freedom of sexual 
practices: “there is no reason, in my opinion, to prohibit the diffusion of sexually explicit 
representations so long as no one is unjustly forced to be a spectator.”575 Consent being 
the decisive factor for the consumption of art, Ogien goes on to affirm that all of the so-
called negative consequences of “‘forced porn consumption’ are imaginary crimes or 
crimes without victims.”576 Applying this idea to pornoterrorism is challenging because it 
can be argued that the rage that Diana was mentioning she was feeling when watching the 
news is not forced upon her, or is an imaginary crime. When a crowd is outraged at the 
existence of pornographic art another is outraged at the obscenity of TV news. 
Nonetheless, one important difference is the overwhelming economic, political, and 
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ideological power of the media as opposed to the influence of pornographic art on 
whoever willingly decides to consume it. 
Pornoterrorism is thus the combination of sexual activity with an intentionally 
shocking and offensive political message. The trashier the message, the better to shake 
the audience. María Basura adds to her pornographic performance in the Hagenbeck zoo 
a terrorizing touch; she vomits on the monument, spills “blood” on it, urinates on it, and 
finally whips the stoned monument with a leash.  
 
Figure 55. Fuck the Fascism! Source: María Basura. Access date: August 12th, 2019. 
http://bit.ly/2ZvNwXO. 
 
 This anger that María Basura is channeling through her pornoterrorist 
performance could be characterized as a failure in the artistic realm, notably because it 
ensnares the viewer and triggers unpleasant feelings and gut reactions. However, there is 
something to be said in the queering aspect of offensive art such as pornoterrorism. 
 In his chapter “the ‘pathologization’ of sexually explicit representation,” Ogien 




family or religious associations and some art critics who share this catastrophic 
diagnostic:577  
They also contest this supposed “shift toward the abject” of contemporary art. 
They assume that art today is perverted by a vile tendency to move towards the 
most bizarre, monstrous, shocking, unbearable, a tendency that can only be 
explained by artists’ desire to be noticed in a saturated market or to spark off the 
interest of a quickly weary audience.578 
  
 María Basura’s pornoterrorism is intentionally designed to generate these 
reactions. The disgust that her art can provoke, blending the pornographic with the abject, 
can be repulsive to the point that the audience cannot stand watching or can no longer 
appreciate the performance. Disgust, one of Tomkin’s affects, has often been associated 
with pornography, along with shame.579 According to Tomkins, “desire is oriented 
toward what is considered disgusting and shameful.”580 At the same time, disgust serves 
as a distance between the subject and the object of disgust, but a distance that is tempting 
because “the thing that disgusts and evokes shame also arouses, excites, and 
fascinates.”581 
María Basura’s artivism has the ability to disgust and cause the viewer to feel 
ashamed for watching her performance. Artivism is not concerned about being 
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aesthetically pleasing and conforming, but rather about sending a political message. 
Moreover, Ogien challenges the significance of disgust by arguing it is subjective and 
does not always apply: 
Is it true that disgusting objects cannot kindle esthetic feelings once represented in 
a painting, a film or a photography? There are reasons to doubt this. Isn’t it 
because these objects do not necessarily cause disgust once represented in a 
painting, a film or a photography that some artists turned to live performance in 
front of an audience to be sure to shock the public?582 
 
Fuck the Fascism! is not only a short film, but also a project that started in 2016 
and is expanding. María Basura turned her artivism into collective artivism; she invites 
anyone interested to join her vandalizing monuments erected for white colonizers. The 
following message appears at the end of the film: “Join this project! Film your 
intervention revealing information. Let’s create collectively a feature-length film of 
radical-porn actions.” 
 
Figure 56. Fuck the Fascism! Source: María Basura. Access date: August 12th 2019. http://bit.ly/2ZvNwXO 
 
This invitation to create a pornoterrorist action follows the tradition of the do-it-
yourself porn and makes it a multi-faceted project combining art, sexual exploration, and 
                                               




political action. Added footage of María Basura and other activists in Barcelona, engaged 
in a pornoterrorist action at the Cristobal Colón statue on October 12th 2015, during an 
anti-colonial rally ends the film. By damaging monuments, these artivists attack the 
epitome of white supremacy, they are desacralizing the untouchable:583 
Through their work, artists greatly contributed to this desacralizing movement. 
They dared to revendicate borrowing, plagiarism, recycling of images taken from 
popular culture, from porn, from advertisement, from cartoons. They recognized 
without any complex that making art could be a good deal too. They exploited the 
most repulsive material (trash, excrement, cadavers, etc.) Or, on the contrary, they 
used the most “noble” material to degrade or “rectify” them, by diverting the most 
revered work of art.584 
 
María Basura’s art is in line with this desacralizing movement. In her Tumblr, 
María invites her reader “to corrupt what’s sacred, to burn what’s holy,” thus 
desacralizing the untouchable white patriarchy and offending the politically correct. This 
action directs attention towards social, cultural, and political injustices. In Fuck the 
Fascism!, María distributes flyers she made about Hackenberg’s legacy, providing 
historical facts on the German merchant’s human zoos. On her website, she also incites 
potential collaborators to share historical facts on the monuments to vandalize: “By 
means of this blog, we will share works which are related to the subject and also 
information about the many monuments all around the world which are eagerly waiting 
to be raped.”585 By calling citizens for action, María is simultaneously educating her 
audience on a side of history not often discussed. A history where the winners give 
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584 Ibid., 79. 





themselves the privilege to write their own version is what María is fighting. This version 
of history, the one that María fights, is the same that is taught in schools as part of the 
educational curriculum. 
In Pornoterrorismo, Diana J. Torres writes about her social indignation and lack 
of formal education or training:  
 
I’ve spent my whole life asking myself “what the fuck is this all about?” When I 
was twenty-five, I started to understand (or suspect) the mechanism, and now that 
I know what it’s about, the only thing I want is to destroy it. I don’t know how to 
do it. I haven’t studied politics, sociology, anthropology, history, or philosophy. I 
haven’t studied all of this shit or its organizational system. I haven’t studied. I 
come clean with my rage, my pain, and my incendiary crotch (not so clean) that 
has nowhere to write itself other than these lines already corrupted by thousands 
of literatures, microtraumas, orgiastic fevers, and multiple venoms.586  
  
 Diana’s autodidactic art echoes that of María Basura whose intentions are not 
only a resistance to, but also the destruction of normativity. María Basura’s hybrid 
pornoterrorist art could also be viewed from the perspective of low theory, in that 
 
Low theory tries to locate all the in-between spaces that save us from being snared 
by the hooks of hegemony and speared by the seductions of the gift shop. But it 
also makes its peace with the possibility that alternatives dwell in the murky 
waters of a counterintuitive, often impossibly dark and negative realm of critique 
and refusal.587 
 
 In The Queer Art of Failure, Halberstam theorizes about how failure materializes 
as a queer attitude in a selection of films and performances. Low theory opens the door to 
a different type of feminist thought, one that is seeking non-hegemonic ways of reading 
cultural, racial, social, and gendered productions, away from narratives of success and 
                                               
586 My translation: Diana J. Torres, Pornoterrorismo (Tafalla: Txalaparta, 2011), 15, http://bit.ly/2jTqKpS. 




white heteronormativity. Failing, claims Halberstam, “is something queers do and have 
always done exceptionally well; for queers failure can be a style, to cite Quentin Crisp, or 
a way of life, to cite Foucault, and it can stand in contrast to the grim scenarios of success 
that depend upon ‘trying and trying again.’”588 Connecting this idea to Diana J. Torres 
statement of being an outcast, highlights the artistic and political spheres from which 
pornoterrorist performances stem. As Halberstam points out, “and while failure certainly 
comes accompanied by a host of negative affects, such as disappointment, 
disillusionment, and despair, it also provides the opportunity to use these negative affects 
to poke holes in the toxic positivity of contemporary life.”589 Body mutilation, sweat, 
vomit, blood, excrements, spit, screaming, inflicting pain, are some of the elements 
conjured during the queer performance, blending it to sex acts such as masturbation and 
penetration with a dildo, to express not only a set of negative emotions such as anger and 
sadness, but also to express the radical refusal to adhere to the hegemonic 
heteronormative and capitalist vision of success and freedom.  
Conclusion 
 
Awareness of the limits of white feminism is the first step allowing creativity of 
subaltern experiences. The second step consists of acting, in the sense of terrorist action 
and sexual performance. Pornoterrorism, with its non-normative sexual practices and the 
erasure of pleasure seeking hetero sex, embraces failure and negative affects to tell the 
                                               
588 Ibid., 128. 




story of the outcast, a narrative of what it feels like to embody the loser in a white 
capitalist heteronormative society, and seek revenge in an anthropophagic act.  
María Basura’s pornoterrorism can be read as a queer performance of the 
subaltern voice screaming its revenge on white colonialism and seeking retaliation 
through bodily activism. María Basura does not only eat her enemy in a ritual to gain 
strength in a social world where she does not belong, but she also makes it a point to 
humiliate and rape the emblem of patriarchy, even after the death of the white colonizer. 
The raping and humiliation of European monuments translates the boomerang effect of 
accumulated filth and failure of the colonized body invaded by the colonizer. Through 
these cruel rituals, she decolonizes her body from the patriarchal persecutor. 
Her anger and thirst for revenge not only work as a warning for the living, but 
also extend beyond them, haunting the dead oppressors. This anthropornophagic 
performance of Basura does not merely annihilate the enemy to acquire vital force, but it 








The Cannibalistic Ritual Is Over… Now What? 
As demonstrated in this dissertation, PopPorn festival, which belongs to a 
transnational feminist and queer porn film culture, creates liberating sexual expressions at 
the same time as it dismantles heteropatriarchal norms.  
The anthropornophagous film selection introduces the concept of cultural 
cannibalism to the pornographic realm. This reveals how audiovisual texts of sexual 
performance can be used to subvert heteropatriarchal impositions, in addition to 
functioning as educational artifacts on sexual practices. Answering the questions 
formulated in the introduction, the five chapters have exposed and discussed the place of 
sexual pleasure and its explicit representation in Western culture. The film selection 
gathers around the idea that displaying a freed sexual expression alleviates the patriarchal 
burden. At the same time, it is through the devouring of limiting norms and the 
performance of shameless sexual pleasure that bodies gain strength and creativity. The 
voracious deglutition of male-dominated cinematic tropes, of shame around 
masturbation, of racist dehumanization, of queerphobia, of ignorance around vulval 
pleasure, and of the internalization of eurocentrism allowed space for unscripted sexual 
experimentation and suggests that pornography can be a vessel to fight the 
heteropatriarchal system. These films resonated with PopPorn’s motto “Our Body, Our 
Rules” in that the corporeal can be invented and reinvented without preestablished 
scripts. Sexual performance made ad lib constitutes a source of inspiration and creativity 




This work contributes to the young yet vast field of porn studies, as well as film 
culture, by providing knowledge on a specific event, PopPorn festival, in a non-Anglo-
Saxon culture, as well as interpretations of selected sexually explicit films. The field of 
porn studies is abundant in academic work produced on content from Anglo-Saxon 
countries such as the United States, the United Kingdom or Australia, but still lacks in 
contributions written in English from the Latin American continent.  
 Chapter 3 of this dissertation has pointed at issues related to racism. Future 
research could help explore some of the internal challenges that PopPorn faces in terms 
of inclusion. An intersectional analysis could contribute to an understanding of the layers 
of oppression and obstacles preventing more audience diversity and inclusion.  
This dissertation could not encompass all of the interesting questions that the 
festival and the Latin American porn community presents. It would be fruitful to take the 
research further and include a thorough reflection on gender conceptions in pornographic 
production of independent filmmakers. An analysis of the festival’s evolution from its 
first edition would also be useful to the field in order to assess the impact of such an 
event, not only on a local level, but also in dialogue with similar festivals around the 
world.   
 As Silviano Santiago pointed out in The Space In-Between:  
The one who is most punished, unjustly punished, by artistic censorship is 
society—the citizen, anyone. […] In these circumstances, the person who enjoys 
the work of art is plundered of certain elements that would help it compose the 




that circumscribes all of reality, the voice of the authoritarian regime, the only one 
permitted.590 
 
This dissertation’s existence is even more so important in context of globalized 
conservatism. Whether it is social media censorship (such as the closing down of IG 
accounts containing sexual content) or the passing of harmful laws aiming at erasing the 




                                               
590Silviano Santiago, The Space In-Between (Latin America in Translation), trans. Anna Lucia Gazzola 








Figure 57. Pornfilmfestival Berlin Schedule. Source: Pornfilmfestival Berlin 2017 Catalog. Access date: 





Figure 58. Pornfilmfestival Berlin Schedule. Source: Pornfilmfestival Berlin 2017 Catalog. Access date: 










Figure 59. Centro Cultural Rio Verde. Stage for Debates. Source: Folha de São Paulo. Access date: 
February 28th, 2018. https://goo.gl/k2H2Rk 
 
 
Figure 60. Centro Cultural Rio Verde. Festival’s Space. Source: Folha de São Paulo. Access date: February 






Figure 61. Centro Cultural Rio Verde. Main Theater Room. Source: Folha de São Paulo. Access date: 
February 28th, 2018. https://goo.gl/uLpNgD 
 
 
Figure 62. Centro Cultural Rio Verde. Balcony of Main Theater Room. Source: Folha de São Paulo. Access 








Figure 63. Centro Cultural Rio Verde. Workshop Room. Source: Folha de São Paulo. Access date: February 












Sat. 03, 2017 
 
13H—Shibari with Toshi San and Fetishboxxx 
16H30—Digital Presence and Creativity for Whoever Wants to Work in the Online Sex 
Industry, with Apis3play 
19H—Porn Do it Yourself with Safada.tv and Bucareste Ateliê de Cinema  
 
Sun. 04, 2017 
 
13H—Introduction to BDSM and Fetishboxxx 
16H30—Porn for Women, and “Now Production?” With Bucareste Ateliê de Cinema, 
XPlastic and Hysteria Etc 
19H—Porn Do it Yourself with Sacagens Gays and Bucareste Ateliê de Cinema  
 
Debates Schedule 592 
 
Sat. 03, 2017 
 
15H—BDSM and Fetish in Brazil 
18H—Prostitution, Who Does It? 
 
Sun. 04, 2017 
 
15H—Erotic Art, Pornography and Their Configurations 
18H—Sex After 50 
 
Films Schedule 593 
 
Sab. 03, 2017 
 
13H—Theater 1—Session Pornology. Going down: Erecting the Southern Porn Industry 
13H—Theater 2—Session Made by Women. Tinder and Pagan Variations 
15H—Theater 1—Session Made by Women. Dark Circus 
15H—Theater 2—Session Curt-Ass. Sex Workers 
17H—Theater 1—Session Made by Women. Fuck Them All 
                                               
591 My translation: PopPorn, “Debates,” PopPorn, access date: September 13th, 2018, http://bit.ly/2Qtlo08.   
592 My translation: PopPorn, “Debates,” PopPorn, access date: September 13th, 2018, http://bit.ly/2Qtlo08.     
593 My translation: PopPorn, “Focos/Guias da Programação,” PopPorn, access date: September 17th, 2018, 




17H—Theater 2—Session Curt-Ass. I Like it All! 
19H—Theater 1—Session Porn Art. Sex in the Foreground and New Sex (Fragments) 
19H—Theater 2—Session Pornology. Colby Does America 
21H—Theater 1—Session VICE Presents. Horse-Being 
21H—Theater 2—Session Porn Art. Beyond Madness 
 
 
Sun. 04, 2017 
13H—Theater 1—Session Made by Women. Fantasies of Ms. Naughty 
13H—Theater 2—Session Curt-Ass. Brazil 
15H—Theater 1—Session Sex Workers. Red Umbrella 
15H—Theater 2—Session Curt-Ass. Made by Women 
 
17H—Theater 1—Session Pornology. Going down: Erecting the Southern Porn Industry 
17H—Theater 2—Session Curt-Ass. Porn Art 
19H—Theater 1—Session Porn Art. This Side of Heaven 
19H—Theater 2—Session VICE Presents. Chemsex 
21H—Theater 1—Session Made by Women. The Bedroom 













Photos from Performance “The Strength of the Sensitive” 
 
































































   











Camilla is an actress and a performer. She graduated in acting from The School of 
Theater in São Paulo (2017) and in Psychology from São Paulo State University 
(UNESP) (2015). She studied theater at the Teatro Vocacional (2005-2008). She 
participated in workshops with great masters such as Denise Stoklos, Rodolfo Garcia 
Vásquez, Marcelo Denny, Hugo Possolo, Alexandre Tenório, Mariana Muniz, Lucia 
Gayotto, among others. She is currently a founding member of Anfractus-Projétil. As an 
actress, she worked in shows such as Anatomy of the Faun (original title: Anatomia do 
Fauno) (2015-2016), Antigone (2016), Price World or Society For Peanuts (original title: 
Price World ou Sociedade a Preço de Banana) (2016), in the webseries Silver Relic 
(original title: Relíquia de Prata) (2016), in the series PSI on HBO (2016), in the 
webseries Parallel (original title: Paralelo) (2017), in the feature length movie Alfredo 
Doesn’t Like Goodbyes (original title: Alfredo Não Gosta de Despedidas) (2017) , in the 
shortfilms Transcend (original title: Transcender) (2017), Act One (original title: 
Primeiro Ato) (2017) and 2017 (2018) and in the shows Un Comfortable (original title: In 
Cômodos) (2017), Only One (In Parts) (original title: Um Só [Em Partes]) (2017) and 
Jean Lucca’s Birthday (original title: O Aniversário de Jean Lucca) (2018). She also 
worked in the following performances: Pulp (original title: Polpa) (2015), He Wants a 
Name (original title: Ele Quer um Nome) (2015-2017), Garden of Sirenia (original title: 
Jardim dos Sirênios) (2016), Cabaré PopPorn (2016-17), Overflow (original title: 
Transbordação) (2016), Looperíneo Ativado (2017) and Love Will Tear Us Apart (2017). 
 
Cherry Pop 
Burlesque, drag queen, freak show, glitterous. The cherry on top of the glitter cake! 
Cherry Pop is a burlesque drag queen; a character created by Mayna Venturini in 2015. 
She seeks to bring political and gender questions in her performances, inviting the viewer 
to adventure himself/herself out of his/her comfort zone. Mixing campy influences, from 
vaudeville theater and LGBT culture, with a visual inspired by old dolls, this artist invites 
you for a trip in a colored world full of glitter! 
 
Luana Cruz 
Luanah Cruz, Brazil, 1985, is a performer, actress, singer, cultural manager and producer, 
and art educator. She has a B.A. in Communication and Body Art from PUC, the 
Catholic University of São Paulo, and is the cofounder of the Collective Intrânsitto and 
                                               





contributor of the Station for Collaborative Work La Plataformance. She made the series 
The Experience of Life Is the Question, that investigates states and qualities of presence, 
relations, public and private actions, daily rituals, Black female urban body by means of 
body-installations, urban intervention, photography, video and music.  
 
Renata Castillo 
Scenographer, costume designer and performer. Renata is trained in scenography and 
costume design by The School of Theater in São Paulo and is a graduate from the School 
of Architecture and Urban Planning of the University of São Paulo (FAU-USP). She was 
an exchange student at the École Nationale Supérieure d’Architecture in Paris—La 
Villette, where she studied scenography, photography and performance (2013-2014). She 
conducted research in visual and scenic arts, mainly performative, that are expressed 
through several languages linked to the body. She acted as a performer at the Occupation 
Resistance—Project Scene #3 Intersections (Ocupação Resistência—Projeto Cena #3 
Intersecções) (2018), under the coordination of Aby Cohen and Renato Bolelli and the 
direction of José Roberto Jardim. She participated in the artistic residency Intersections 
Between Non-verbal Poetics (Intersecções entre poéticas não-verbais), that made the 
program of MIT, standing for Mostra Internacional de Teatro, or International Theater 
Festival, in 2018, during the Memorial of Resistance of São Paulo. She trained for 6 years 
in rhythmic gymnastics (from 2003 to 2009) through the Municipal Government of Cotia 
and was a member of the National Federation of Aesthetic Group Gymnastics for a year, 
representing Brazil with her team at the World Cup III of Aesthetic Group Gymnastics in 
Spain in 2009. She took African dance classes at the Black Awareness Center of the 
University of São Paulo (USP) between 2012 and 2013; she took contemporary dance 
classes in Paris in 2014, workshops in contact improvisation at the Centro de Referência 
de Dança (Center of Reference of Dance) of São Paulo with Ricardo Neves (in 2015) and 
was part of the Free Dance group of the cultural center Galeria Olido between 2014 and 
2015. In 2016, she joins the Laboratory of Vale (Center for Urban Intervention of the 
Vale do Anhangabaú) under the guidance of Priscilla Toscano and the Center of 
Performance of Galeria Olido under the guidance of Natália Coehl and Márcio Pi. 
Since 2016, she collaborates in staging projects with students from the CAC (Department 
of Performing Arts) USP and independent collectives. She has knowledge and practice in 
performance and urban intervention, as well as other areas such as yoga and dance, and 
questions of gender and sexuality.  
 
Sue Nhamandu 
I am interdisciplinary and undisciplined; my hair is indifferent and my sexuality 
dissident. I have been a philosophy professor for more than 13 years, an activist and a 
performer. I identify as a trans-non-binary pro-sex transfeminist mother. I decided to 
reinvent the wheel: “pornôklastia”, porn iconoclasm, is a neologism and concept that self-




a war machine movement. I write a column in Cínicas, an online magazine created by a 
bunch of bitches. I published my first book Poemas Pornôklastas (Pornôklastas Poems) 
through Córrego Editor. When I was 27, before Saturn returned, instead of dying, as it is 
usual for fearless artists at this age, I decided to live and started to practice theater; what 
was at first a hobby, became my life; I had a crazy experience working with José Celso 
Martinez Correia at the Teatro Oficina in 2011; there, I also had the opportunity to be a 
student of Gerald Thomas (Teatro Poeira RJ) in 2012; in cinema, I worked in A bruta flor 
do querer, winner of Gramado’s Festival in 2013. Then I decided to become a performer 
and playwright. In 2016, I co-organized the II International Festival of TCNXMNSM in 
Pará, a Pataxós Village (Caraíva, Bahia, November 20-28, 2016), where I experienced 
the most magical anthropological moment of my life after the natural birth of my child. I 
am part of the research groups COLABOR-USP, BDSM-UFABC and Núcleo de 
Subjetividades-PUC. I never had the opportunity to be outside of Brazil, but my works 
have wings and were exposed and presented in several parts of the world, such as 
Mexico, London, New York, Italy, Germany, Belgium and France. Recently, I’ve been 
invited to present my work in the course of the year 2019 thanks to a mobility Fellowship 




Allow me to introduce myself 
I want you to come a little closer 
I’d like you to get to know me a little bit better 
Meet the real me 
 
Sorry you can’t define me 
Sorry I break the mold 
Sorry that I speak my mind 
Sorry I don’t do what I’m told 
Sorry if I don’t fake it 
Sorry I come too real 
I will never hide what I really feel 
 
So here it is 







“Sexy, Porn, Gamer, Role Player Game, Dirty Girl, XGirl, Fetish Doll, Otome, 




The character Marquesa Amapola is one of the exponents of the burlesque movement in 
Brazil. With over 24 characters, its neo-burlesque performances not only show a bit of art 
comedy, but also make the public ask themselves questions regarding relevant topics 
such as the empowerment of women, the break of esthetic standards, as well as the 
importance of [...] self-acceptance of [...] natural beauty. The character is inspired by the 
great queens who changed their times with power and esthetics. Today, the Marquise is 
the idealizer and producer of a burlesque show entitled Feira das Vaidades, the producer 
and performer of Venga Venga, the curator of the Academia Burlesca, and provides Chá 
de Marquesa, which is a burlesque workshop focused on women’s empowerment! It has 
presented and taken its project/art to the cities of Belo Horizonte, Rio de Janeiro, 
Salvador, and Barcelona (Spain).  
 
Miss G  
Giorgia has developed her work by blurring the limits between contemporary live art and 
burlesque performance. This means she walks in between the fields of arts (producing 
performances, video, photos, urban interference), as well as a more underground scene 
(in parties, music concerts, and non-artistic events). She has a Masters in Performing Arts 
(Federal University of Bahia, Brazil). In her studies, she has worked on developing the 
concept of “burla,” a Latin word extracted from the frame of the burlesque genre (the 
noun burla generates the adjective burlesque). Burla presents itself as a strategy for the 
creation of the body that wants to heal from its scars, some of which are those deriving 
from colonialism and stereotyping, giving visibility to powers and characteristics 
prevented from developing within the discourses of colonial and rationalist tradition.  
 
Sweetie Bird 
Neo-burlesque dancer since the end of 2006, Sweetie Bird appropriates the most 
entertaining elements of the genre such as exaggerated clichés and parody, without 
completely leaving the fetish world that she came from. One of the first Brazilians to 
embrace this new style in her country and to find inspiration in Mae West and Marilyn 
Monroe, the performer makes use of her training in ballet, modern jazz, tap dance, and 
belly dancing, as well as her knowledge in fashion to produce choreographies that are 
both entertaining and energetic.  
With Eastern European, U.S. American, Italian, and Brazilian roots, Sweetie embodies 




geeky sense of humor, the blonde (occasionally red, blue, pink, etc.) woman has the habit 
of transforming the stage in a time machine and transporting the audience to an era in 
which women were Women unapologetically, and knew what to do with their hips. 
  
 
Sete de Ouros Boylesque 
Marcelo D’Avilla, 30 years old, born in São Paulo, raised in the south area of the capital 
is a ballet dancer since 2003 with his formation by Royal Academy of Dance, his 
specialization is the performative theatre, performance art, and interventions. [...] 
Recently in 2017, he was invited by SESC Santana to integrate the project ResiDança, a 
residency in performance and dance in an open research, where he began with the Teatro 
da Pombagira the second part of the investigation Homo Eros—Demon’s Anatomy. The 
research now entitled of Demøns was contemplated by the notice award PROAC LGBT 
2017 and will have its show season executed in SP. [...] The artist is deeply moved by a 
powerful inspiration about desire, sexuality and pornography; and since 2012, he is the 
director of the Cabaré that opens the PopPorn Festival in São Paulo, festival that talks 
about art, sex, gender, and pornography. D’Avilla also heads the curatorial process of the 
performances and produces the parties for the festival, which happens every year since 
then. In 2014, he was the invited for the 9th Porn Film Festival Berlin, Germany, 
performing the piece The Lap Dance Is Present, which took place during the festival, and 
Gender Freeeak, performed at the closing night. D’Avilla was also in the jury for the best 
documentary film. During his time in the city, he created the artivism piece I’ve Loved 
and I’ve Lost at the Berlin Wall. [...] In 2011, he was invited by Sweetie Bird and Emilia 
Aratanha to launch the collective The Burlesque Takeover, the only one focused on the 
research in performance and urban intervention of burlesque art in Brazil, expanding his 
development about the erotic art and its questions with sexuality and their images. The 
artists are responsible for the body coach, choreography, and art direction in the group, 
which today reunites works in several places like Virada Cultural—Cabaret Stage, 
Erótika Fair, Festival PopPorn, Porn Film Festival, Burlesque Hall of Fame—Las Vegas, 
Yes! We Have Burlesque International Festival, DownTown Festival, and Urban 
Scenes—Travel and Living Channel, which was streamed during the whole year of 2013 
in the Latin America.  
 
Ledah Martins 
Part of the nightclub scene since 2007 as the hostess of renowned Clube SoGo, Sonique 
and Hot-Hot, DJ Ledah left the doors to take responsibility for the turntable for the coolest 
parties at The Week, Clube A Lôca, and Bofetada. She produced the pioneering Black Pop 
Party that brought Black music, R&B, and twerk to the predominantly pop dancefloors of 
São Paulo. Her agenda is currently divided between Yacht Club, Lions, Espaço 
Desmanche, Blue Space, on top of the parties in the neighborhood Baixo Augusta and other 
clubs in the interior and on the coast of the state of São Paulo. She is also responsible for 




serves as the Resident DJ. Another acclaimed club where she has residency is Club 88 in 
Campinas at the Wolf party. Her sets, always with a sexy ambiance and strong base, transit 
between the worlds of pop, electro, house, Black music, R&B, and national rhythms such 
as Brazilian funk and trash. Rock music is also part of her sonority, always respecting and 










Session Pornology. Going down: Erecting the Southern Porn Industry595 
 
Figure 74. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 110 min 
Location Centro Cultural Rio Verde, theater 1 
Day Saturday, June 3rd 
Time 1pm 
 
Going down: Erecting the Southern Porn Industry  
Dir: Mariano Torres, Lisandro Leiva, 105’, Argentina, 2016. 
 
Synopsis:596 
 Audaz se eleva (or Going down: Erecting the Southern Porn Industry), explores 
the theory that the first porn film ever was shot and produced in Argentina. If that 
is so, then why couldn’t this country turn the genre into an industry? Taboos, 
myths and prejudices might just be part of the answer… Throughout 107 minutes 
of interviews to the most important figures in the genre, along with philosophers, 
anthropologists and historians, the documentary explores not only the topic of 
porn but sexuality as a whole. 
 
                                               
595 Whenever available, the titles of the movies are provided in English. 






Dir: Sticky Biscuits (Marc Seestaedt + Naomi Fearn), 5’, Germany, 2016. 
 
Synopsis:597 
“A little public service announcement for that very special night with your 
darlings.” 
 
Session Made by Women. Tinder and Pagan Variations 
 
Figure 75. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 115 min 
Location Centro Cultural Rio Verde, theater 2 
Day Saturday, June 3rd 
Time 1pm 
 
The Tinder Experiment 
Dir: Paulita Pappel, 30’, Spain, 2016. 
Synopsis:598 
Paulita invites a friend to look for a guy to have sex with, while being filmed. Is 
that really possible? Do you find these kinds of guys in Berlin? Actually, the 
response has been overwhelming. There are dozens of guys lining up to have sex 
                                               
597 My translation: “Sessão Pornologia,” PopPorn, access date: May 31st, 2018, http://bit.ly/2JjXxyZ. 
598 Ersties, “We Took to Tinder to Find a Guy for a One Night Stand, on One Condition …,” Ersties, access 




with a stranger on camera. [...] So why Tinder? “It’s the ultimate digital meat 
market. It’s just the perfect tool for this experiment.” Paulita has a perfect sense of 
the Zeitgeist. If you’re young, hip and single, you don’t expect to find a partner at 
a smoky bar or in the club at closing hours. Supply and demand can be 
prescreened and rated perfectly with an app, without much effort. [...] The appeal 
definitely lies in its ‘realness’.  It feels raw and relatable, tense and exciting. The 
process of meeting strangers on Tinder brings an altogether new dimension to a 
porn shoot and is certainly unlike anything we’ve seen before. 
 
Pagan Variations 
Dir: A.J Dirtystein, 85’, France, 2016. 
 
Synopsis:599 
Feature length film that takes the performance “I fall with you” to make it a 
fiction in which the performance serves as a door to cross a doorstep and enter our 
collective unconscious, where all the encounters constitute the twenty-two tarot 
cards of Marseille. Each facet represents a part of oneself to discover through the 
performance of an “other”. All of the performers of the film constitute a network 
of artists with their own initiative and invitation to see the creation like an infinite 
tree view. 
  
Session Made by Women. Dark Circus 
 
Figure 76. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 110 min 
                                               





Location Centro Cultural Rio Verde, theater 1 




Dir: Ben Berlin, 10’, Germany, 2016. 
 
Synopsis:600 
“In the ruins of a post-industrial landscape, in the outskirts of an intoxicated civilization, 
one can find these female mutants. The most animalistic instincts unlock to propel rules, 
times, and theories. Noise, recycling, and desire guide this film in order to wet the most 
disobedient fantasies.”  
 
Dark Circus 
Dir: Julia Ostertag, 90’, Germany, 2016. 
 
Synopsis:601 
“Struggling with her aimless existence, a young woman is taken to a parallel universe full 
of bizarre characters and transgressive rituals. A story of transformation, a trip to the 
inner self, from deepest desires to darkest nightmares.” 
 
Session Curt-Ass. Sex Workers 
 
Figure 77. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
                                               
600My translation: PopPorn, “Circo escuro,” PopPorn, access date: June 3rd, 2018, http://bit.ly/2LjOjA6. 




Duration of the session 116 min 
Location Centro Cultural Rio Verde, theater 2 




Dir: Lilian de Alcântara, 29’, Brazil, Paraguay, Uruguay, 2016. 
 
Synopsis:602 
Putta is the biographical account of three women of the border of Brazil, 
Paraguay and Uruguay. The three of them live in Foz de Iguaçu (Brazil) and work 
in the world of prostitution. The film explores the complexities resulting from the 
private lives of these three prostitutes working in the streets or in brothels, as well 
as transsexuality, family and maternity in theses contexts. 
 
Under the Red Umbrella 
Dir: Julia Ostertag, 15’, Germany, 2009. 
 
Synopsis:603 
“A both visually and politically challenging portrait of an independent sex worker. a 
cliché-breaking declaration of sex work as a creative outlet and a chance for individual 
autonomy. The protagonist offers her personal view on a profession that is still 
stigmatized by society norms and allows an insight in a realm that is mostly hidden from 
the public view.” 
 
Predatory Prostitute: Recontextualizing Aileen Wuornos 
Dir: Juniper Fleming, 25’, United States, 2014. 
 
Synopsis:604 
The film, Predatory Prostitute is rooted in the compelling relationships sex 
workers have, both directly and indirectly, to the legacy of Aileen Wuornos. 
Demonized as a inverted prostitute serial killer or pitied as an child/animal-
minded victim, her portrait hangs heavy. The term “predatory prostitute” was 
coined by John Tanner the Florida state attorney who prosecuted Aileen Wuornos 
in 1992. A lesbian prostitute sentenced to death six times for seven murders, 
though she claimed self-defense. The media, the court, and the public condemned 
                                               
602 PopPorn, “Sessão Curt-Ass,” PopPorn, access date: June 3rd, 2018, http://bit.ly/2sDndMD. 
603 “Under the Red Umbrella,” Julia Ostertag, access date: June 3rd, 2018, http://bit.ly/2sxY1rS. 





Wuornos with vigor. Told how dare she kill in the name of her own life. She 
refused to be a victim, and it was for that she had to die. In the film, [the director] 
have used found footage to invert the common narratives around Aileen, creating 
an alternative framework by which we can view her actions and ourselves. 
 
Pride on High Heels 
Dir: J. Jackie Baier, 4’, Germany, 2016. 
 
Synopsis:605  
“Videoclip of the band Al Terego & the Hi-Q’s featuring real sex workers in the struggle, 
at work, at night, in their pride on high heels.”  
 
Shapeshifters 
Dir: David Bloom, 21’, Germany, 2016. 
 
Synopsis:606 
“Part three of the Sex & Space Trilogy. After two porn films with dancers, this is a dance 
film with porn stars, where Jiz Lee, Gala Vanting, Kay Garnellen, Bishop Black and 
Jasko Fide talk about their performance practice and try out some contemporary dance 
improv tasks. No sex or even nudity. Radical!” 
 
Immersed 
Dir: Miss Naughty, 7’, Australia, 2015. 
 
Synopsis:607 
“‘I dream a scenario. It takes me over. I am immersed, if only for a brief time.’ Bishop 
Black indulges in a dance of sensuality. The natural light plays across his perfectly 
sculpted body as he closes his eyes and immerses himself in the joy of his own body.” 
 
Viktoriya 
Dir: Andre Krummel, 15’, Germany, 2015. 
 
Synopsis:608 
Viktoriya believes that bad experiences are not only saved in our memories but 
also in each cell of our body. Raised in poverty in the former USSR, she now 
leads a Tantra institute in a small German town. There, men and women learn 
what it means to love. Anyone who knows about Viktoriya’s past would need to 
ask: Could connecting sexuality and awareness be a way of dealing with these 
memories? 
                                               
605 PopPorn, “Sessão Curt-Ass,” PopPorn, access date: June 3rd, 2018, http://bit.ly/2sDndMD. 
606 David Bloom, Shapeshifters, David Bloom, access date: June 3rd, 2018, http://bit.ly/2sC1R2l. 
607 Ms Naughty (Louise Lush), “Immersed,” Vimeo, access date: June 3rd, 2018,  
https://vimeo.com/176095234. 




Session Made by Women. Fuck them all 
 
Figure 78. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
 
Duration of the session 120 min 
Location Centro Cultural Rio Verde, theater 1 





Dir: KAy Garnellen,  10’, Germany, 2014. 
 
Synopsis:609 
“Break stereotypes. Create confusion. Celebrate diversity. 
[Trans’action is part of the compilation Fucking Different XXY for which] Kristian 
Petersen asked for only trans filmmakers to contribute a short film about something that 
is alien from their own gender concepts.”   
 
Baby you’re frozen 
Dir: KAy Garnellen,  24’, Germany, 2012. 
 
                                               






“Sexuality is increasingly lived through virtual formats. Baby you’re frozen is an 
intensely personal and explicit look at the relationship between virtuality and intimacy. A 




Dir: KAy Garnellen,  12’, Germany, 2011. 
 
Synopsis:611  
“A visual, sexy, funny, romantic and dirty poem, Egg is the exhibitionist exploration of a 
peculiar fascination as much as it is a collection of intimate and erotic moments between 
two lovers. Food, penetration, starving pussies (trans and other), expulsion, surprises, joy, 
orgasms and love.” 
 
Fuck Them All 
Dir: Maria Beatty, 74’, Germany, 2016. 
 
Synopsis:612 
“As a chrysalis between dream and reality, to be another body, trans, be ‘another with 
others’. An intimate deconstruction into the exploration of sexualit(ies).” 
 
Session Curt-Ass. I like it all! 
 
Figure 79. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
                                               
610 “Baby, You’re Frozen,” IMDb, access date: June 3rd, 2018, https://imdb.to/2LYi2Qe. 
611 “Egg,” Chéries Chéris, access date: June 3 rd, 2018, http://bit.ly/2kJaFzR. 




Duration of the session 110 min 
Location Centro Cultural Rio Verde, theater 2 
Day Saturday, June 3rd 
Time 5pm 
 
Me gustas tú 
Dir: Luciano Zubillaga, 5’, United Kingdom, 2015. 
 
Synopsis:613 
“K-pop video on love, sexuality and war. A Royal Navy dismantled submarine in a 
shipyard of the the old British Empire is converted into the main stage of the a capella 
singer HornyHoneyDew.”  
 
Never Forget 
Dir:  Jonatan Gyllenör, 3’, Sweden, 2016. 
 
Synopsis:614 
“A colorful examination of ageplay and the destruction of identity.” 
 
Pink Shiver 
Dir: Clit Coppola, 13’, Denmark, 2016. 
 
Synopsis:615 
“‘Alas,’ said the pregnant diva, ‘this body of mine… I feel desexualised in my 
community and heterosexualised everywhere else.’ ‘Then let’s make a porno!’ said the 
magical trans creature, a true friend in need. ‘And a very good fuck.’” 
 
Coming of Age 
Dir: Jan Soldat, 14’, Germany, 2016. 
 
Synopsis:616 
“Two elderly gays spice up their relationship with a series of sex games that include a 
quirky game of father and son. The protagonists not only talk about their sexual habits, 
                                               
613 My translation: “Ciclo Cuerpos,” Ramona, access date: June 3rd, 2018, http://bit.ly/2JgkNek. 
614 Fennek Film, “Never Forget,” Vimeo, access date: June 3rd, 2018, http://bit.ly/2kMiLYE. 
615 “TranScreen Amsterdam Trans*gender Film Festival,” Transcreen, access date: June 3rd, 2018, 
http://bit.ly/2JuCudv. 




but also even demonstrate them for the dispassionate camera. Depictions of intimacy in 
film are once again pushed to their limits.” 
 
Tape Loop 
Dir: Doxytocine & Theo Meow, 10’, Germany, 2016. 
 
Synopsis:617 
“A mysterious red envelope from an unknown sender, containing a tape with kinky 
orders… How far would you go?” 
 
Hole Milk 
Dir: Alyx Fox, 16’, United States, 2015. 
 
Synopsis:618 
If you’re tired of the same old, same old when it comes to trans porn, you’ll find 
this wet and messy lesbian anal milk fetish scene very refreshing. First, Vicky 
Bride laps up all the milk dripping from Alyx’s luscious ass. Then, using basters, 
they fill up Vicky’s hole with milk and watch her squirt it out while Vicky strokes 
herself off. Finally, Alyx gives Vicky a milk facial that almost instantly makes her 
cream! If you want strong bones, try some Hole Milk! 
 
Ecosexual 
Dir: Antonio da Silva, 12’, United Kingdom, 2015. 
 
Synopsis:619 
“Ecosexual is a poetic monologue set in the Portuguese Atlantic coast in Algarve about 
loving and making love with nature. It presents the male body as erotic object and as 
thinking, feeling subject. Through the senses of taste, touch, smell and sight, the 
protagonist loses himself in a communion with the natural world.” 
 
Bang Van Band 
Dir: Minus Is Valido, 10’, Chile, Spain, Germany, 2016. 
 
Synopsis:620 
“Two superheroïnes, an invisible parrot, an evil priest, a failed painter, a kidnapped bride, 




                                               
617 “Tape Loop,” Meow Meow, access date: June, 3rd, 2018, http://bit.ly/2stEk4B. 
618 “Hole Milk,” Foxhouse Films, access date: June, 3rd, 2018, http://bit.ly/2HgFPYj. 
619 “Ecosexual,” Antonio da Silva Films, access date: June 3rd, 2018, http://bit.ly/2suhutj. 





Dir: Fulvio Balmer Rebullida, 14’, Swiss, 2015. 
 
Synopsis:621 
“Larry, goes back home with a girl he met in a bar. But when they reveal their intimacy 
to each other, he discovers that what she has between her legs is not exactly what he was 
expecting. This disturbing discovery will lead Larry to a quick trip into the depths of his 
sexual identity and his perception of gender.” 
 
The Kissing Whip 
Dir: Morgana Muses, 13’, Australia, 2016. 
 
Synopsis:622 
The Kissing Whip directed by Morgana Muses, the creative force behind 
Permission 4 Pleasure, explores pain, power and submission in an intense 
performance based on her own voyeuristic experience. The play of devotion and 
domination, performed through flogging, whipping and dance is contradicted with 
an unusual sunny setting and shot in excellent cinematography. Yet, the core 
quality of The Kissing Whip is the genuine intimacy between  Louiesianna Poké 
and Florian. 
 
Session Porn Art. Sex in the Foreground and New Sex (Fragments) 
 
 Figure 80. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
Duration of the session 93 min 
                                               
621 “Climax,” IMDb, access date: June 3rd, 2018, https://imdb.to/2LkXdNN. 





Location Centro Cultural Rio Verde, theater 1 
Day Saturday, June 3rd 
Time 7pm 
 
Sex in the Foreground 
Dir: Werther Germondari e Maria Laura Spagnoli, 62’, Italy, 2011. 
Synopsis:623 
After disobeying God and having visited the site of “forbidden fruits,” Adam and 
Eve are trying to regain the lost Eden. For each fruit a parable about sex is told: 
the first one tells about a man seeing a beautiful woman in the subway. He 
follows her all the way to an apartment where there is a lesbian party. He would 
like to make love to her, but she sets him one condition... The second one is about 
a spinous situation about sadomasochism. Then the narration follows with a story 
about a little crew shooting a porn movie in a forest during the 70’s; another story 
is about a shooter with a gun who isn’t able to keep his concentration while he’s 
training... In the fifth episode Mario, a poor man who still lives with his mother, is 
everyday confronted with his friend Lucrezio’s affluence. During an outing on the 
lake, he can’t take it anymore... Finally, there is a couple who is making love on 
their wedding night. Or at least that’s what it seems... In the opening credits of the 
film has been shown a relationship between sex and handicrafts of the late 
nineteenth century’s architecture in Rome, and at the end credits a couple are 
enjoying themselves on the office couch, while, for 60 seconds in real time, global 
communications loudly grind to a halt at their interfaces... 
 
Buon compleanno 
Dir: Werther Germondari e Maria Laura Spagnoli, 6’, Italy, 2012. 
 
Synopsis:624 




Dir: Werther Germondari e Maria Laura Spagnoli, 6’, Italy, 2015. 
 
Synopsis:625 
                                               
623 “Sex Equo (Sex in the Foreground),” Filmitalia, access date: June 4th, 2018, http://bit.ly/2Ll6Mg1. 
624 Werther Germondari, “Buon Compleanno,” Werther Germondari, access date: June 4th, 2018, 
http://bit.ly/2JunGeO. 




“Early morning. Two couples are resting after a night of passion…” 
 
Coupling 
Dir: Werther Germondari e Maria Laura Spagnoli, 5’, Italy, 2015. 
 
Synopsis:626 
“A somewhat fetish short with Third Reich aesthetics which mesmerizes us with its 
slowness and absurdity” 
 
The Secret of the Birth of the Knots 
Dir: Werther Germondari e Maria Laura Spagnoli, 8’, Italy, 2015. 
 
Synopsis:627 
“Discover how the rules of physics create knots... a grotesque parody of a real research 
carried out by two scientists from a university in California. Such research won an Ig 
Nobel Prize, given out to the most trivial achievements in scientific research.”  
 
Smack 
Dir: Werther Germondari e Maria Laura Spagnoli, 6’, Italy, 2016. 
 
Synopsis:628 
“A dominatrix gets what she wants… a story about a funny accident during a fetish 
session...” 
 
Session Pornology. Colby Does America 
 
Figure 81. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
                                               
626 Werther Germondari, “Coupling,” Werther Germondari, access date: June 4th, 2018, 
http://bit.ly/2kM6bsj. 
627 Werther Germondari, “The Secret of the Birth of the Knots,” Werther Germondari, access date: June 4th, 
2018, http://bit.ly/2xGAR7t. 




Duration of the session 80 min 
Location Centro Cultural Rio Verde, theater 2 
Day Saturday, June 3rd 
Time 7pm 
 
Colby Does Alabama 
Dir: Colby Keller, 9’, United States, 2015-2016. 
Synopsis:629 
Keller’s current erotic art project is called Colby Does America. In 2014 he gave 
away all his possessions and started an Indiegogo campaign, asking his fans for a 
donation enabling him to buy a van, a camera and enough fuel to fuck every state 
of the US—and Canada too. After having raised over $45,000 he went on his 
way. By now Keller is almost done with the US—according to his website there 
are only two states left. He has met with fans, worked together with other artists 
and—of course—fucked. He has filmed all his adventures, resulting in a 
collection of creative, colourful and very explicit free-to-watch videos. 
 
Colby Does Ohio 
Dir: Colby Keller, 2’, United States, 2015-2016. 
 
Colby Does Georgia 
Dir: Colby Keller, 6’, United States, 2015-2016. 
 
Colby Does Hawaii 
Dir: Colby Keller, 7’, United States, 2015-2016. 
 
Colby Does Maine 
Dir: Colby Keller, 9’, United States, 2015-2016. 
 
Colby Does Maryland 
Dir: Colby Keller, 5’, United States, 2015-2016. 
 
Colby Does New Mexico 
Dir: Colby Keller, 8’, United States, 2015-2016. 
 
Colby Does South Carolina 
Dir: Colby Keller, 3’, United States, 2015-2016. 
                                               




Colby Does Virginia 
Dir: Colby Keller, 5’, United States, 2015-2016. 
 
Colby Does Minnesota 
Dir: Colby Keller, 4’, United States, 2015-2016. 
 
Colby Does Connecticut 
Dir: Colby Keller, 8’, United States, 2015-2016. 
 
Colby Does Nevada - Part 1 
Dir: Colby Keller, 3’, United States, 2015-2016. 
 
Colby Does Nevada - Part 2 
Dir: Colby Keller, 6’, United States, 2015-2016. 
 
Colby Does New York 
Dir: Colby Keller, 5’, United States, 2015-2016. 
 
 
Session VICE Presents. Horse-Being 
 
Figure 82. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 63 min 
Location Centro Cultural Rio Verde, theater 1 






Dir : Jérôme Clément-Wilz, 63’, France, 2016. 
 
Synopsis:630 
“When a transgender ex-schoolteacher named Karen travels to the US to work with an 
old cowboy in an extended series of ‘Pony Play’ sessions, the rituals of domination and 
submission between trainer and trainee must be strictly observed. In the arena where they 
work, Karen is taught the rigors of donning a bit and bridle, how to walk in ornate leather 
hooves, and how to pull a cart.” 
 
Session Porn Art. Beyond Madness 
 
Figure 83. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 80 min 
Location Centro Cultural Rio Verde, theater 2 




Dir:  Jonatan Gyllenör, 4’, Sweden, 2015. 
 
                                               






“Inspired by Baudelaire and Mica Levi, Gyllenör shot an intriguing and impactful short 
film, in which he examines the dynamics and similarities between oysters and pussies. 
With the black and white footage and the close-up shots, it’s actually pretty hard to tell 
the difference between the two.” 
 
Undercover Mistress 
Dir: Giulio Ciancamerla, 14’, Italy, 2016. 
 
Synopsis:632 
“During a photo show, a man enjoys scaring a girl until she decides to leave the 
exhibition. The man runs after her along increasingly dark and isolated streets. A man 
and a woman? Which one is the dominant genre?” 
 
Beyond Madness 
Dir: Luigi Zanuso, 62’, Italy, 2016. 
 
Synopsis:633 
“A film director dreams his deepest nightmares. But real life is not always worse than a 
movie? A porn raw and direct that complaint the costumes and the decadence of modern 
and contemporary society.” 
 
Session Made by Women. Fantasies of Ms. Naughty 
 
Figure 84. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
                                               
631 Lucie Blush, “Scum / Asphyxiation – The Beautiful & The Repulsive,” We Love Sex, access date: June 
4th, 2018, http://bit.ly/2JuN18q. 
632 “Undercover Mistress,” IMDb, access date: June 4th, 2018, https://imdb.to/2LY2w79. 




Duration of the session 104 min 
Location Centro Cultural Rio Verde, theater 1 




Dir: Ms. Naughty, 3’, Australia, 2016. 
 
Synopsis”634 
Who do you see? 
A stereotypical “good girl”? 
Someone who needs your sympathy? 
I want to embed your soul. 
I am your fantasy. 
Your breasts, your lips, your ass, your cock… Your breath, your tongue, your 
clit… Your cunt, your moan… 
Fuck, I want it all! 
Yet I wonder: could you ever spot me? 
Do you see me? 
 
Dear Jiz 
Dir: Ms. Naughty, 10’, Australia, 2015. 
 
Synopsis:635 
“I just wanted to write you a quick message to let you know how great you are…” 
Genderqueer icon and genre-busting porn star Jiz Lee enjoys a bath, thinking 
about the many fan letters they* have received, praising their work and revealing 
how much of a difference they’ve made to the lives of others, particularly those 
who are part of the queer community or those who are just discovering their own 
gender identity. As the bath fills, Jiz moves under the running water and 
experiences an intense orgasm. Dear Jiz is about the power of porn to change 
minds and change lives. 
* “They” is Jiz Lee’s preferred pronoun. Jiz identifies as genderqueer which means 
neither man or woman.” 
                                               
634 Ms Naughty (Louise Lush), “See Me,” Vimeo, access date: June 5th, 2018, http://bit.ly/2JpCCef. 






Dir: Ms. Naughty, 16’, Australia, 2016. 
 
Synopsis:636 
Summer Knight works in the kitchen to prepare a sumptuous feast for her lover 
Adria. She takes him on a journey of the senses, arousing him through taste and 
touch, in this mildly kinky real-life-couple scene. There’s female domination with 
a focus on male pleasure and fellatio. 
Afterwards the couple move to the bedroom and Adria happily enjoys being 
penetrated with anal beads and a small butt plug while Summer climbs on and 
rides him. He finally comes inside her and then Summer has an orgasm when her 
lover applies her favourite vibrator to her clit. 
This scene breaks a few taboos about male anal pleasure and situates male 
submission within a domestic context, without all the usual leather and thigh-high 
boots. It also takes its time and emphasizes that we can gain pleasure from all of 
our senses. 
 
The Fantasy Project 
Dir: Ms. Naughty, 75’, Australia, 2015. 
 
Synopsis:637 
Kate Eden’s research into female sexual fantasies leads her deep into the erotic 
imagination of women, a lush world of pleasure without consequences. Her 
subjects reveal a list of secret desires: a threesome with two men, a magic room 
with a male slave who exists only to give pleasure, a full-service massage 
complete with cunnilingus, and a dark exploration of submission and group sex. 
Her research is fascinating, arousing and all-consuming. But will Kate’s passion 






                                               
636 “Taste,” Bright Desire, access date: June 5th, 2018, http://bit.ly/2xHSKDe. 





Session Curt-Ass. Brazil 
 
Figure 85. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 109 min 
Location Centro Cultural Rio Verde, theater 2 




Dir: Marcio Miranda Perez, 22’, Brazil, 2016. 
 
Synopsis:638 
“Gustavo is a photographer who records bodies of naked men in public spaces of São 
Paulo. One night, young Pedro goes with him, curious and hesitant as to whether he 
should participate or not in the project. The city will be the witness of this journey.” 
 
Eden 





                                               
638 “Lightrapping,” Porta Curtas, access date: June 5th, 2018, http://bit.ly/2sIUoi7. 






Dir: Beatriz Lee Bernardi (Nabi), 2’, Brazil, 2016. 
Synopsis:640 
“Pixels of a Valentine’s Day at the motel.” 
 
Popporn Lessons 
Dir: Cristiano Sousa, 5’, Brazil, 2016. 
 
Synopsis:641 
“Lesson on sexuality and gay sex as a cinematographic experiment. Erotic manifestation 
by means of an open class in presence of students interested in learning and discussing 
pornography, eroticism and sensuality as art and as a conceptual and prestigious genre.” 
  
Horizonte de eventos 
Dir: Gil Baroni, 16’, Brazil. 2016. 
 
Synopsis:642 
“Gabriel found out that he has HIV and decided to tell everybody.” 
 
Demônia—Melodrama em 3 atos 
Dir: Cainan Baladez e Fernanda Chicolet, 15’, Brazil, 2016. 
 
Synopsis:643 
“Demônia is a devilish being. Or a mean woman.” 
 
Experiência autopornográfica NO. 1 
Dir: Diego Fernandes, 3’, Brazil, 2016. 
Synopsis:644  
“In the face of the freeze of public investments for the next 20 years, we are increasingly 
more naked and helpless.” 
  
Brazil Solos 
Dir: Antonio da Silva, 35’, Brazil, United Kingdom, 
 
Synopsis:645 
“Brazil Solos interviews 30 Brazilian men. They are all naked, relaxed and excited. They 
talk about the diversity in Brazil, their fantasies, the Cariocas, the butt, the hyper 
                                               
640 My translation: “Sessão Curt-Ass,” PopPorn, access date: June 5th , 2018, http://bit.ly/2sAapYc.  
641 My translation: “Sessão Curt-Ass,” PopPorn, access date: June 5th , 2018, http://bit.ly/2sAapYc. 
642 My translation: “Horizonte de eventos,” Filmow, access date: June 5th, 2018, http://bit.ly/2M1XDtW. 
643 “Demônia: melodrama em três atos,” IMDb, access date: June 5th, 2018, https://imdb.to/2Jh0NIl. 
644 My translation: “Sessão Curt-Ass,” PopPorn, access date: June 5th, 2018, http://bit.ly/2sAapYc. 




sexualization of the black man and much more… All are sexually attracted to other men 
and very sexually active despite the fact that they live in a very conservative and religious 
country.” 
 
Session Sex Workers. Red Umbrella 
 
Figure 86. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 114 min 
Location Centro Cultural Rio Verde, theater 1 
Day Sunday, June 4th 
Time 3pm 
 
Under the Red Umbrella646 
Dir: Julia Ostertag, 15’, Germany, 2009. 
 
Synopsis: 
“A both visually and politically challenging portrait of an independent sex worker. A 
cliché-breaking declaration of sex work as a creative outlet and a chance for individual 
autonomy. The protagonist offers her personal view on a profession that is still 
stigmatized by society norms and allows an insight in a realm that is mostly hidden from 
the public view.” 
 
 
                                               




The Red Umbrella Diaries 
Dir: David Kornfield, 99’, United States, 2015. 
 
Synopsis:647 
The Red Umbrella Diaries is a feature documentary that tells the personal stories 
of seven diverse New Yorkers who work in different sectors of the sex trade and 
come together to tell their tales on stage at Joe’s Pub. Using the performances as a 
framing device, the film digs deep into the personal experiences of people who 
trade sex for a living, and illuminates the complexities and contradictions that sex 
workers face as they try to do right by themselves and people they care about. The 
storylines weave in threads that many Americans struggle with: work, family, 
religion, health, and community. The film explores the question: what happens 
when people whose voices are never heard in mainstream media take control of 
their own stories and how they are presented to the world? 
 
 
Session Curt-Ass. Made by Women 
 
Figure 87. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 104 min 
Location Centro Cultural Rio Verde, theater 2 
Day Sunday, June 4th 
Time 3pm 
 
                                               





Dir: Paulita Pappel, 14’, Germany, Spain, 2016. 
 
Synopsis:648 
“It's 2016! Drones are making videodocumentaries, we are getting a set of humans to 
populate Mars, and women can ejaculate.”   
 
Femmephilia 
Dir: Alyx Fox, 15’, United States, 2015. 
 
Synopsis:649 
Hot femmes come in all shapes and sizes, and Eugene appreciates them all. She 
kneels at the altar to show devotion to three very different women—seductive 
Lucy with her lithe body, pale skin and jet black hair, teases the “altar boy” with 
her flogger before Eugene succumbs to the cruel whip of sadistic redhead Alyx. 
Rubenesque Clementine smothers Eugene with her breathtaking JJ cup breasts 
before she is brought to the floor to be trampled by the women’s bare feet and 
cuban heel stockings. Finally, the trio covers Eugene with hot wax as she jerks off 
and cums, overwhelmed and spent by femme sexual power. 
 
Etage X 
Dir: Francy Fabritz, 14’, Germany, 2016 
 
Synopsis:650 
“An accidental meeting in an elevator at a department store leads two older women to 
their limits and forces them to improvise by the time the elevator gets stuck.” 
 
Nightshift 
Dir: Ben Berlin, 7’, Germany, 2016. 
 
Synopsis:651 
“In the dark streets of the city, lesbian and industrial domination in a heavy climate 
during a gloomy and nightly shift.” 
 
I am whole 
Dir: Morgana Muses, 19’, Australia, 2016. 
 
Synopsis:652 
                                               
648 “Female Ejaculation,” Xconfessions, access date: June 5th, 2018, http://bit.ly/2kP69zT. 
649 “Femmephilia,” Foxhouse Films, access date: June 5th, 2018, http://bit.ly/2sIQzcQ.  
650 “Etage X,” Premium Films, access date: June 5th, 2018, http://bit.ly/2M43WwT. 
651My translation: “Sessão Curt-Ass,” PopPorn, access date: June 6th, 2018, http://bit.ly/2LsRXaW. 




“A short narrative film on the Jungian concept ‘I must also have a dark side if I am to be 
whole.’ It aims to explore the possible co-existence of disparate sexual desire within the 
self and celebrates the journey to self-acceptance.” 
 
Heartbreaker and Obscura 
Dir: Lily Cade, 36’, United States, 2015. 
 
Synopsis:653 
Heartbreaker can make any woman do whatever she wants, but her superpower 
has become a burden. She’s hung it up. She doesn’t break hearts no more. But 
when Supervillain Obscura captures the girlfriend of Heartbreaker’s old partner 
Ice Queen, she agrees to take on one last job. Together with x-ray visionary Spex, 
they set out to storm Obscura’s fortress, guarded by 40 pairs of bionic stepsisters. 
So begins a journey replete with danger. 
 
Fuck the Fascism! 
Dir: María Basura, 9’, Spain, 2016. 
 
Synopsis:654 
Fuck the Fascism! intends to expose the true story behind monuments that glorify 
genocides, tyranny and slavery; to raise public awareness about the national 
heroes who we praise, those men who our streets are named after, and bequeathed 
great wealth forged with robbery, abuse and blood. 
We come out to the streets. Monsters, mutants, queers, sudakas, migrants, 
dissidents; those who wake up and want to wake up others. Breaking down the 
walls imposed by (dis)knowledge, we fuck back the glorified asses of fascist 
dignitaries, heroes of colonialism. We fuck them, and in the crime scene we 







                                               
653 “Heartbreaker vs Obscura,” IMDb, access date: June 5th, 2018, https://imdb.to/2M5aJGI. 
654 Golenaedizioni and Fuck the Fascism, “Fuck the Fascism,” Fuck the Fascism Tumblr, access date: June 





Session Pornology. Going down: Erecting the Southern Porn Industry655 
 
Figure 88. Session Poster. Source: PopPorn. Access date: May 31st, 2018.  https://bit.ly/2J3GTnW 
 
Duration of the session 110 min 
Location Centro Cultural Rio Verde, theater 1 
Day Sunday, June 4th 
Time 5pm 
 
Going down: Erecting the Southern Porn Industry  
Dir: Mariano Torres, Lisandro Leiva, 105’, Argentina, 2016. 
 
Synopsis:656 
Audaz se eleva (or Going down: Erecting the Southern Porn Industry), explores 
the theory that the first porn film ever was shot and produced in Argentina. If that 
is so, then why couldn’t this country turn the genre into an industry? Taboos, 
myths and prejudices might just be part of the answer… Throughout 107 minutes 
of interviews to the most important figures in the genre, along with philosophers, 
anthropologists and historians, the documentary explores not only the topic of 





                                               
655 This session was also screened on the first day of the festival. 





Dir: Sticky Biscuits (Marc Seestaedt + Naomi Fearn), 5’, Germany, 2016. 
 
Synopsis:657 
“A little public service announcement for that very special night with your darlings.” 
 
Session Curt-Ass. Porn Art 
 
Figure 89. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 102 min 
Location Centro Cultural Rio Verde, theater 2 
Day Sunday, June 4th 
Time 5pm 
 
Paradise Lost + David’s Sling 
Dir: Luciano Zubillaga, 5’, United Kingdom, 2016 
 
Synopsis:658 
“Performance-based k-pop video connecting religion and Israel’s biblical missile system. 
A visitor to Vatican City witnesses the apparition of Israel’s biblical missile in the sky 
while singing to the secret dimension of religion.” 
                                               
657 “Sessão Pornologia,” PopPorn, access date: May 31st, 2018, http://bit.ly/2JjXxyZ. 
658 “Films by Dew Kim, Luciano Zubillaga and the Church of Expanded Telepathy (TCOET),” Edbim, 






Dir: Combi Cats, 3’, Poland, 2016. 
 
Synopsis:659 
“Videoclip of the band Combi Cats, Lion Queen illustrates the highly erotic song that 
idolizes female sexuality in an anthem for dissatisfied vaginas.” 
 
 See Me660 
Dir: Ms. Naughty, 3’, Australia, 2016. 
 
Synopsis:661 
Who do you see? 
A stereotypical “good girl”? 
Someone who needs your sympathy? 
I want to embed your soul. 
I am your fantasy. 
Your breasts, your lips, your ass, your cock… Your breath, your tongue, your 
clit… Your cunt, your moan… 
Fuck, I want it all! 
Yet I wonder: could you ever spot me? 
Do you see me? 
 
Coming Out of Space 
Dir: Francy Fabritz, 15’, Germany, 2016. 
 
Synopsis:662 
“Two lesbian women from out of space collide on earth. In super-slow-motion they fall 
on each other and start exploring their new body feeling on earth: weightlessness wanes, 
gravity starts—a playful encounter with lesbian sex.” 
 
Mass: C19H28O2  
Dir: Sam Hendi, 14’, United Kingdom, 2016.  
 
Synopsis:663 
“A chemical substance produced in the body that causes men to develop the physical 
features that are typical of males.” 
 
                                               
659 “Sessão Curt-Ass,” PopPorn, access date: June 6th, 2018, http://bit.ly/2sCLu6t. 
660 This short film was also screened in the Session Made by Women. Fantasies of Ms. Naughty. 
661 Ms Naughty (Louise Lush), “See Me,” Vimeo, access date: June 5th, 2018, http://bit.ly/2JpCCef. 
662 “Coming Out of Space,” Mubi, access date: June 6th, 2018, http://bit.ly/2HqNN14. 






Dir: Aron Kantor, 12’, United States, 2016. 
 
Synopsis:664 
The experimental short takes obsession to an all new level, exploring gender 
identity through a Lynchian love triangle between a dark priestess, a hunky 
mechanic and a mint green classic car. Inspired by Kenneth Anger’s 1965 film, 
Kustom Kar Kommandos, and a range of vintage porn, filmmaker Aron Kantor 
crafts a surrealist fantasy that’s both overtly sexual and unapologetically queer. 
Starring genderqueer performance artist Boy Young, with a soundtrack by Honey 
Soundsystem DJ, Bézier, Imperial Tranz-Am reimagines car worship as an act of 
rebellion, destroying gender constructs and social convention through dreamy 
visuals and an unwavering voice. By deconstructing the fetishization of car 
culture through exaggerated notions of masculinity and female sexuality, Kantor 
creates a space in which everyone is free. With Imperial Tranz-Am love, sex and 
muscle cars give way to a utopian reality where gender is what you make it. In the 
new Trump era, Kantor’s world is exactly where we want to be. 
 
FeO 
Dir: Alexis Lundblom, 5’, Sweden, 2015. 
 
Synopsis:665 
“FeO is a declaration of lust to things discarded and decayed.” 
 
Squirt Machine 
Dir: Alyx Fox, 13’, United States, 2016. 
 
Synopsis:666 
“Alyx straps Suzie down and slowly unzips her crotch and her luscious pussy spills out. 
After quickly priming Suzie’s cunt with her gloved fingers, Alyx puts the fucking 
machine into high gear. Buckles, straps, rubber and the sound of running motors are 
followed by squirt after squirt until Suzie’s juices pool around Alyx’s stillettos.” 
 
Trio de Turfu 
Dir: Fulvio Balmar Rebullida, 2’, Switzerland, 2016. 
 
Synopsis:667 
                                               
664 Alexandra Weiss, “Premiere: ‘Imperial Tranz Am’ Celebrates Radical Individuality,” access date: June 
6th , 2018, http://bit.ly/2LtdHUi. 
665 Fennek Film, “FeO,” Vimeo, access date: June 6th, 2018, http://bit.ly/2xOjXE8. 
666 “Squirt Machine,” Foxhouse Films, access date: June 6th, 2018, http://bit.ly/2kWoVoV. 




“A man is eating McDonald’s burger on a beach populated by penguins and sea lions. 




Dir: Antonio da Silva, 11’, United Kingdom, 2016. 
 
Synopsis:668 
Be Sexual interviews some participants from Bankers. They are bisexual married 
men who carry their secret desire for other men. They demonstrate how they get 
fulfilled by hooking up in public toilets. They describe how it feels to be attracted 
to men and where this emotion fit in their daily married lives. These men live 
double lives and they question the need for bisexual labeling. All they want is to 
Be Sexual. 
Birthday Surprise 
Dir: Paulita Pappel, 16’, Germany, Spain, 2016. 
 
Synopsis:669 
“It’s Danny Dips’ birthday and his girlfriend Poppy has been preparing a big surprise. 




Session Porn Art. This Side of Heaven 
 
Figure 90. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
                                               
668 “Bankers,” Antonio da Silva, access date: June 6th, 2018, http://bit.ly/2kQH8V8. 




Duration of the session 120 min 
Location Centro Cultural Rio Verde, theater 1 




Dir: Luciano Zubillaga, 18’, Argentina, Uruguay, 2015. 
 
Synopsis:670 
Cyberspace grows without limits, yet mental time is not infinite. Webcam star 
Alan do Oro opens up a world to come, where flesh, sexuality and intimacy meet 
the immense possibilities of cybernetics and the posthuman. Sensuality is in 
slowness, and the space of information is too extensive and fast to elaborate upon 
it intensively and deeply. At the point of intersection between electronic science 
fiction and organic cybertime lies the fundamental matter of contemporary porn. 
Performed by Alan do Oro. 
 
The Gaper 





This Side of Heaven 
Dir: Todd Verow, 91’, United States, 2016. 
 
Synopsis:671 
V, an older trans woman, is desperately trying to hold on to her rent stabilized 
apartment in New York City. V’s property manager, Shawnith continues her 
nefarious efforts to evict V or get her to move out. In retaliation, Alexxx, V’s 
upstairs neighbor tries to get V more active in the political fight against 
gentrification, but V resigns herself to stay put. Her only connection to the outside 
world comes in her interactions with the various delivery boys who bring her 
groceries and necessities. While most of them take advantage of her, or rob her, 
one of them, Christian befriends V. He eventually agrees to move in with her, but 
                                               
670 “Films by Dew Kim, Luciano Zubillaga and the Church of Expanded Telepathy (TCOET),” Edbim, 
access date: June 6th, 2018, http://bit.ly/2Hn4IBv. 




just as things seem to be turning around for V, Shawnith resorts to violent means 
to get V out of the building once and for all. 
 
Session VICE Presents. Chemsex 
 
Figure 91. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 114 min 
Location Centro Cultural Rio Verde, theater 2 
Day Sunday, June 4th 
Time 7pm 
 
Take Me to Church 
Dir: Luciano Zubillaga, 8’, United Kingdom 
 
Synopsis:672 
In Take Me to Church, electronic cyberspace connects a sadomasochist 
experience with Christian practice: a man exploring voluntary kidnapping 
becomes confused between fear and sexual pleasure. He realizes that his sexual 
desire is a kind of death and the ceremony is sacred. For George Bataille, 
religious sensibility always links desire closely with terror, intense pleasure and 
anguish. We see an energy in the story which, when harnessed to a devotion to 
something or someone, gives the devotee, the submissive, the masochist, the 
                                               
672“Films by Dew Kim, Luciano Zubillaga and the Church of Expanded Telepathy (TCOET),” Edbim, 




martyr, an ability to do something special, to step outside the limitations of the 
human. Performed by HornyHoneydew. 
 
Hanna Und Die Keta Boys 
Dir: Theo Meow, 17’, Germany, 2016. 
 
Synopsis:673 
“A teenage gang on a secret mission: to prevent their very own leader from destroying 




Dir: William Fairman, Max Gogarty, 89’, United Kingdom, 2015. 
 
Synopsis:674 
In hidden basements, bedrooms and bars across London, Chemsex is a 
documentary that exposes frankly and intimately a dark side to modern gay life. 
Traversing an underworld of intravenous drug use and weekend-long sex parties, 
Chemsex tells the story of several men struggling to make it out of ‘the scene’ 
alive—and one health worker who has made it his mission to save them. While 
society looks the other way, this powerful and unflinching film uncovers a group 
of men battling with HIV, drug addiction and finding acceptance in a changing 
world. 
 
Session Made by Women. The Bedroom 
 
Figure 92. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
                                               
673 “Hannah and the Keta Boys,” Pink Label TV, access date: June 6th, 2018, http://bit.ly/2sM8hfp. 




Duration of the session 88 min 
Location Centro Cultural Rio Verde, theater 1 




Dir: Aron Kantor, 6’, United States, 2016. 
 
Synopsis:675 
A kink and fetish fueled dance explosion in celebration of the 2015 Folsom Street 
Fair. San Francisco has long pushed culture boundaries, radical self-expression 
and sexual freedom. Today awash in stories of the changing face of the city and 
its quickly eroding creative communities, “Folsom Street” joyously celebrates the 
rich history of diversity that pushes the limits of raw sexuality that make this city 
the exciting cultural haven that it has always been. Directed by Aron Kantor and 
featuring Broadway performer Colin Cunliffe, notorious nightlife promoter Mario 
Diaz, gender-queer drag queen Grace Towers, and a variety of San Francisco 
dancers and performers, the film serves as both a metaphor for the Folsom Street 




Dir: Anna Brownfield, 82’, Australia, 2016.  
 
Synopsis:676 
“One bedroom, six decades. Set in one bedroom over six decades, The Bedroom explores 









                                               
675 Folsom Street Events, “Folsom Street,” Vimeo, access date: June 6th, 2018, http://bit.ly/2xQGjVu.  




Session Porn Art. Aorta Films 
 
Figure 93. Session Poster. Source: PopPorn. Access date: May 31st, 2018. https://bit.ly/2J3GTnW 
 
Duration of the session 70 min 
Location Centro Cultural Rio Verde, theater 2 
Day Sunday, June 4th 
Time 9pm 
 
The Oh Files 
Dir: Aorta Films, 40’, United States, 2016. 
 
Synopsis:677 
Milk chugging, mylar, slow-motion resonance, filling and being filled; these are 
just a few of the images that flood AORTA films’ first feature, The Oh Files, 
starring Parts Authority, Ginny Woolf, Erykah Ohms, Xposed Brick, and Toxic 
Shock. Interspersed with bodies gleefully cutting through space in suspended 
time, these shorts explore queer sexuality from the vantage point of the ETLE 
Universe, a queer/feminist cyborg time travel performance epic. 
 
Oh (Extended) 
Dir: Aorta Films, 20’, United States, 2016. 
 
Synopsis:678 
                                               
677 “Presenter Page: The OH Files,” Aorta Films, access date: June 6th, 2018, http://bit.ly/2kVbN3I. 




OH (extended) presents the slow-motion interludes from The OH Files in their 
full-length form: a single-take 17-minute shot of Parts Authority, Ginny Woolf, 
Xposed Brick, Erykah Ohms, and Toxic Shock gleefully rippling their bodies 
through space and time. Each body contains unfathomable amounts of 
information, energy, and desire. The suspension of time and weight unlocks 
something previously concealed by reality, and the viewer is invited to let 
themselves slip into a meditation of curves and ridges cutting through the fabric 
of space-time. Queer bodies come in and out of focus as ecstatic, undulating, 
momentous forces. 
 
F*ucklab (The First Time) 
Dir: Aorta Films, 10’, United States, 2016. 
 
Synopsis:679 
Shot in front of a live audience at experimental performance-party AUNTS, this 
film captures many exciting firsts: both Mahx Capacity and Bobbi B. Good’s first 
filmed performances, plus AORTA’s first film produced as part of F*CKLAB. 
Bobbi leads Mahx into sweat-drenched subspace and Mahx does her best to 






                                               





Workshop Porn for Women, and “Now Production?” With Bucareste Ateliê de 
Cinema, Xplastic, and Hysteria Etc 
Content: 
This workshop will be organized in the form of a series of questions and their answers. 
The questions are the issues encountered when women decide to do porn, and the 
answers are the solutions (or new doubts) that the women who work in the audiovisual 
industry came up with to move forward. 
 
Why do porn and not destroy pornography? 
• Directing men and women in explicit sex scenes. 
• Convincing the team that it is necessary to do it all differently. 
• Hearing: “She’s a girl, she doesn’t know how to do that.” 
• What is this “female gaze”? 
• Porn for women is always soft, why do women only enjoy gentle sex? 
• Social life post pornography.  
• Do we need porn of women for women? 
• Men, women, and conflicts on set 
• What to do with beginners? 
 
Who is this workshop for? 
This workshop stems from the role of women in the audiovisual industry and more 
specifically in pornography, to discuss the relationship with men, women, job market, 
and sex. This meeting is for people interested in discussions on women, audiovisual 
industry, sex, and pornography. 
 
Who’s leading the workshop?  
May Medeiros 
She’s been working in the adult industry since 2006. She’s a specialist when it comes to 
turn ideas into action, she produces and directs projects for TV and new markets in the 
production company luzvermelha.tv (owner of the brands and websites Safada.tv and 




specialized in the exhibition of films on topics related to sexuality, and that include also 
music, debates, workshops, and a flea market of independent merchants. In 2015, she 
started directing her own films and in 2016 she was the first adult film director from 
Brazil to be part of the on-demand video platform of the Swedish Erika Lust. 
 
Carol Albuquerque 
She is a journalist, screenwriter, and an artistic director from Minas Gerais. She has a 
B.A. in journalism and was an editor and anchor at the Globo TV for 3 years, but then got 
tired of the job. In 2008, she went to New York City to study documentary, screenwriting 
and independent film production at the SVA (School of Visual Arts). When she came 
back to Brazil, she had different experiences until she found herself as a screenwriter. It’s 
been 5 years she is working as the creative director and screenwriter of Conspiração 
Filmes. Today she’s the head of Hysteria, the core of the production company that creates 
content from a female perspective. Recently, after an extensive research, she directed her 
first porn short film. 
 
Fernanda Brito Gaia 
She’s a photographer, film director, and visual artist. She started her studies in 
photography in 1993 in São Paulo. She worked as a journalist for the newspaper Jornal 
Diário do Pará from 1999 to 2002. In 2002, she started to work for the National Cinema 
Agency in Rio de Janeiro, where she worked as a camera and photography assistant in 30 
feature length films, 10 video clips, 15 short films and commercials. In 2010, she started 
her career as a film director in São Paulo. She was part of the art collective Usina 14, 
made of artists from the state of São Paulo. Fernanda is also the partner-director of the 
cinema and art production company Pupilas de Vinil. She directed and photographed the 
documentary Sombras de um Rio (Shades of a River) shot in 2011, mixing animation and 
live action to tell the story of the first invasion of the working site of Belo Monte, 
launched at the VI Amazon Film Festival in 2015 in Belém do Pará.680 
  
                                               








Hudnilson Jr  
One of the pioneers in introducing print as a form of art in Brazil, he studied visual arts at 
the Armando Álvares Penteado Foundation (FAAP) between 1975 and 1977 and 
experimented with multiple artistic expressions such as drawing, painting, mail-art, 
graphite, art print, performance and urban interventions, in which the masculine 
human body was a recurring theme. In 1979, he founds the group 3nós3681 with the 
artists Rafael França (1957-1991) and Mário Ramiro (1957), which until 1982 makes 
artistic interventions in São Paulo’s urban landscape.682 
 
 
Figure 94. Art by Hudnislon Jr. Source: PopPorn. Access date: September 7th, 2018. http://bit.ly/2CueV1Q 
 
Dora Smék 
Her current production expands to performances, installations, objects, videos, audios 
and photography, always exploring questions referring to molds of the social body and 
its limits. In 2016, she gathered 25 women by means of a public invitation to a 
performance called “Transbordação”683 at the SESC Bom Retiro institution in São 
Paulo and, in 2015, at an event called “Performance em Encontro”684 at the SESC 
                                               
681 My translation: “3 us 3.”  
682 My translation: “Exposição PopPorn 7,” PopPorn, access date: September 7th, 2018, 
http://bit.ly/2CueV1Q. 
683 My translation: “Overflow.” 





Campinas institution. She owns a Master in Visual Arts from the university 
UNICAMP and a degree in Body Art from the university PUC in São Paulo. She acted 
in diverse projects and partnerships such as the Teat(r)o Oficina, and Marcelo 
Evelin/Demolition Inc at the Kunstenfestivaldesarts.685 
 
 
Figure 95. Art by Dora Smék. Source: PopPorn. Access date: September 7th, 2018. http://bit.ly/2CueV1Q 
 
Gabriella Garcia  
Gabriella Garcia (Rio de Janeiro, 1992) is an autodidact artist whose practice transists 
between collages, using old books and magazines, sculptures, videos, and installations. 
Touching on several topics such as sexuality or abstraction, the artist covers themes 
connected to the human and their environment. The work of Gabrielle moves through 
galleries, CD covers, or special projects with commercial brands. Gabriella participated 
in exhibits in Brazil and in the Netherlands. She recently participated in the collective 
“Collagism: A Survey of Contemporary Collage” at the Strathroy-Caradoc Museum in 
Canada and her last individual work “Chaos Equilibrium” was exposed at the Recorte 
Gallery with Julie Dumont as a curator.686 
                                               












She was born in São Paulo. On top of being a painter and a designer, Mariana is also 
known for her collage and calligraphy production through her long series “Degrees,” 
produced since 1976. Since 2010, with the use resin, Mariana started to explore 
tridimensionality in objects and sculptural installations. The series “Mobile Cities,” 
dioramas installed in furniture, and “Soft Objects,” sculptures in the shape of 
decorated cakes, constitute her current artistic phase.687 
 
  
Figure 97. Art by Mariana Martins. Source: PopPorn. Access date: September 7th, 2018. 
http://bit.ly/2CueV1Q 
                                               





Sidney Amaral     
Born in São Paulo and trained at the Fundação Armando Álvares Penteado (FAAP) in 
1998, his production basically consists in the appropriation of prosaic objects recreated in 
bronze. Sidney Amaral’s curriculum counts with six individual exhibitions. The main 
ones are: “O Banzo,688 o Amor e a Cozinha de Casa”689 exhibited at the Afro-Brazilian 
Museum in São Paulo in 2015; another exhibit at the Municipal Pinacoteca in São 
Bernardo do Campo in 2010; another at the III Exhibition Program at the Cultural Center 
of São Paulo in 2001. In 2014, he participated in the 11th Biennal in Dakar, Senegal, and 
last year in the collective exhibition “Territories—Afrodescendent Artists” at the 
Pinacoteca Museum’ archives of the State of São Paulo. His work includes archives from 
the Museum of Solidarity Salvador Allende (Chile), the Afro-Brazilian Museum in 
Salvador, the Afro-Brazilian Museum in São Paulo and the Pinacoteca Museum of the 




Figure 98. Art by Sidney Amaral. Source: Galeria Tato. Access date: September 7th, 2018. 
http://bit.ly/2NwVE4m  
 
                                               
688 “Banzo” is defined as the feeling of nostalgia that formerly enslaved people of African descent felt from 
being away from their homeland “Significados de Banzo,” Significados, access date: September 11th, 2018, 
http://bit.ly/2CJabFG.  
689 My translation: “Banzo, Love and the Kitchen.” 





Brazil, São Paulo, 1985. He lives and works in São Paulo. Through the use of lines and 
empty space on the pictorial surface, the artist decontextualizes images and reorganizes 
them in his research. His work explores the appropriation and recontextualization of 
images, covering Queer theory and relationships between the body and space.691 
Figure 99. Art by Francisco Hurtz. Source: PopPorn. Access date: September 7th, 2018. 
http://bit.ly/2CueV1Q 
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